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DANIEL
BLAUFUKS

Daniel Blaufuks was born in Lisbon in 1963 in a family of Jewish
German refugees. He studied at Ar.Co (Centro de Arte e
Comunicacao Visual), Lisbon, at the Royal College of Art,
London and at the Watermill Foundation, New York.

Since My Tangier (1991), in which he collaborated with the writer
Paul Bowles, he has been working on the relation between
photography and literature. More recently, Collected Short Stories
(2003) displayed several photographic diptychs in a kind of
“snapshot prose,” a speech based on visual fragments that give
indication of private stories on their way to become public.
Using photography and video, his work is presented through
books, installations, films and facsimiled diaries, such as London
Diaries (1994) and Uma Viagem a Sao Petersburgo (1998). His first
documentary, Under Strange Skies (2002), chronicles the Jewish
immigration, which included his own grandparents, through
Lisbon during the Second World War. The recent film Slightly
Smaller than Indiana (2006) is an essay on landscape and
collective memory in Portugal.

His films have been shown at festivals in Toronto, Sao Paulo,
Montpellier and at the Lincoln Center in New York. His more
recent shows were held at the Centro de Arte Moderna da
Fundacao Calouste Gulbenkian, Lisbon, LishoaPhoto, Centro
Cultural de Belém, Lisbon, Elga Wimmer PCC gallery,

New York, Photoespaiia, Madrid and Museu do Chiado, Lisbon.
His work is represented in various public collections, such as

the Fundacao Calouste Gulbenkian (Lisbon), Coleccao Berardo (
Lisbon), Centro Galego de Arte Contemporanea (Santiago

de Compostela), Palazzo delle Papesse (Siena), Sagamore
Collection (Miami) and The Progressive Collection (Cleveland).
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Daniel Blaufuks nasce em Lisboa em 1963 numa familia de
refugiados judeus alemaes. A sua formacao dividiu-se entre o
Ar.Co (Centro de Arte e Comunicagao Visual), Lisboa, o Royal
College of Art, Londres, e a Watermill Foundation, Nova Iorque.
Desde My Tangier (1991), em que colaborou com o escritor Paul
Bowles, que o seu trabalho tem pesquisado a relacdo entre
fotografia e literatura. Mais recentemente, em Collected Short
Stories (2003) apresentou varios dipticos fotograficos numa
espécie de “prosa de instantdneos”, um discurso baseado em
fragmentos visuais, que insinuam histérias privadas a caminho
de se tornarem publicas.

Utilizando principalmente fotografia e video apresenta o
trabalho em livros, instalagoes, filmes e didrios fac-similados,
como London Diaries (1994) e Uma Viagem a Sao Petersburgo
(1998). O seu primeiro documentario Sob Céus Estranhos (2002)
¢ uma crénica da passagem dos refugiados judeus por Lisboa
durante a Segunda Guerra Mundial, entre os quais se incluia
a sua familia. O recente filme Um pouco mais pequeno do que

o0 Indiana (2006) é um ensaio sobre paisagem e memoria
colectiva em Portugal.

Os seus filmes tém sido apresentados em festivais em Toronto,
Sao Paulo, Montpellier e no Lincoln Center em Nova lorque.
As suas mais recentes exposicoes tiveram lugar no Centro

de Arte Moderna da Fundacao Calouste Gulbenkian, Lisboa,
LisboaPhoto, Centro Cultural de Belém, Lisboa, galeria Elga
Wimmer PCC , Nova lorque, Photoespaiia, Madrid, Museu

do Chiado, Lisboa.

O seu trabalho estd representado em varias coleccoes, entre as
quais a da Fundacao Calouste Gulbenkian (Lisboa), Coleccao
Berardo (Lisboa), Centro Galego de Arte Contemporanea
(Santiago de Compostela), Palazzo delle Papesse (Siena),
Sagamore Collection (Miami) e The Progressive Collection
(Cleveland).
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THE SUSPENDED IMAGE
Daniel Blaufuks with Alexandre Estrela

ALEXANDRE ESTRELA: First of all, I should like you to talk
about this work and about what took you to Terezin.
DANIEL BLAUFUKS: The project began with a picture that

I found in a book by the German writer W. G. Sebald:

a photograph of a space that looked like an archive.

At the time, I was quite fascinated by this image, which
in the book appeared in black and white and was very
badly printed, at least in the edition that I had, a
German edition from that time. There’s a part of
Sebald’s narrative that is set around Theresienstadst,
but he never makes it explicit whether the photograph
is from there or not. I was left with this doubt: whether
the photograph was taken inside the camp, whether it
was taken by Sebald himself — and this is something
that I still don’t know today — or if it was a photograph
that he had found. And it might equally well have been
either a photograph from the period, or in other words
one taken at the time when the town was still
functioning as a concentration camp, or one taken in
the years after the war — in the 60s, 70s, or even the 80s
or 90s, because the book is from 2001. I immediately
thought of using that photograph as a metaphor for my
work, but then time went by. Later, through a series of
other coincidences, I found some diaries and

I discovered that the author had passed through this
camp, and so I started looking at this picture again.

I ended up deciding to visit Theresienstadt, which is
now called Terezin, and I then discovered the place
where Sebald’s photograph had been taken and I took
my own picture of it. At that time, just like when I saw
the picture for the first time, everything seemed to me
to be staged, it was a space that looked like a setting for
a play. Perhaps I should mention here that I had never
been in a concentration camp before.

ae: And what was it like visiting the town?

ps: [ arrived by bus, feeling fairly apprehensive for
obvious reasons. Terezin is divided into two areas: one
part consists of a large star-shaped fortress from the
18th century, where the houses are and where today,
once again, there now live roughly three thousand
people; the other part is the former prison in the real
sense, which dates from before the Second World War.
Today the prison functions as a small museum. The
room in the photograph is inside this museum area,
which to some extent explains its staged appearance,
which I was talking about earlier. The room is there,
closed off by a glass door, like an inaccessible stage.

I didn’t even manage to get into the room. When, now
beginning to feel a little frustrated, I discovered the
possibility of photographing it through the window,

I noticed that this had apparently been the point of
view of Sebald himself or of whoever had taken the
photograph in the book. At the time, I thought that

I should ask for permission and that they would
certainly open the door for me, but, at the same time,

I didn’t want to create a situation in which I was being
given any special or exceptional treatment. I considered
it more interesting to be afforded the same access as
any other visitor, and, in a certain way, I also enjoy
complicated photographs. My being unable to enter the
room also reinforced this idea of a staging of the scene
and also therefore of its inaccessibility. When I was a
child, I used to be taken to classical music concerts, and
I remember how I frequently imagined what would
happen if I stood up and climbed onto the stage, how
the musicians and the audience would react. But, of
course, I never had, and never would have, the courage
to do so, which is why the stage represents for me that
inaccessibility that we were talking about.

aE: The way you approached the room reminds me

of an experience I had when I went to see Marcel
Duchamp’s Etant Donnés in Philadelphia. The door
through which you peek at the scenario has several
holes in it, but there are only two that have been worn
away and made greasy by the thousands of visitors.
So, when you walk up to it, you don’t even hesitate in
your choice, you know that it’s only through those
two holes that the action unfolds. The path was
already programmed, as was the final image, which
was the same as the one that I already knew from the
photographic reproductions. I was left with the
distinct feeling that I was behaving like a controlled
voyeur, with a perspective that was exactly the same
as the one adopted by thousands of other spectators.
ps: When I travelled to Terezin, I didn’t even take the
photograph from the book with me, because I didn’t yet
have the intention of taking any photographs — it was
more a desire to discover the place for myself. It was
afterwards, when I compared the two pictures, that

I started to find their similarities and their differences.
There are objects that have been altered, the table that’s
there now is completely different from the one in the
picture in the book, the small table in that photograph
has disappeared, and I’'m not sure whether the clock is
still there or not. It doesn’t appear in my photograph.
But perhaps it was still there and I didn’t see it. Or

I saw it and forgot about it. There’s still a certain
ambiguity in my knowledge of this place. What is a
fact, however, is that the place had always seemed to me
like a stage set and that when I was there it seemed to
me to be even more staged!

In the text, I mention Melville’s Bartleby, because this
room seemed to me like a setting for the staging of this
text. At any moment, a character could walk in, pick up
one of those files and get on with his work. And all this
suggests the idea of suspension, just as there is also a
sense of suspension in the theatre.

ae: Like in Bartleby.

ps: And that is the suspension that we would also like to
have happened, so that all of that would never actually
have taken place. Bartleby is also in some ways linked to
that ideal of a person who doesn’t participate, who
doesn’t obey.
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A IMAGEM SUSPENSA
Daniel Blaufuks com Alexandre Estrela

ALEXANDRE ESTRELA: Gostava que falasses primeiro deste
trabalho e sobre o que te levou a Terezin.

DANIEL BLAUFUKS: O projecto comega com uma imagem
que encontrei num livro do escritor alemao W. G.
Sebald: uma fotografia de um espaco que se parecia
com um arquivo. Na altura fiquei bastante fascinado
com essa imagem, que no livro aparece a preto e branco
e muito mal impressa, pelo menos na edicao que eu
tinha, uma edicao alema da altura. Existe uma parte da
narrativa do Sebald em volta de Theresienstadt, mas ele
nunca explicita se a fotografia é de 14 ou nao. Fiquei
sempre com essa duvida: se a fotografia foi tirada
dentro do campo, se foi tirada pelo proprio Sebald —

e isto é uma coisa que até hoje nao sei — ou se foi uma
fotografia encontrada por ele. E que tanto poderia ser
uma fotografia de época, ou seja, de quando a cidade
estava ainda em funcionamento como campo de
concentracgio, ou ja nos anos posteriores a guerra; nos
anos 60, 70 ou mesmo 80 ou 90, o livro é de 2001. Pensei
logo em utilizar aquela fotografia como uma metafora
para o meu trabalho, mas depois o tempo foi passando.
Mais tarde, através de outras coincidéncias, encontro
uns diarios e venho a descobrir que o autor passou por
este campo, assim voltei de novo a esta imagem. Acabei
por decidir visitar Theresienstadt, que agora se chama
Terezin, e descubro entao o local da fotografia do
Sebald e faco a minha propria imagem. Nessa altura,
tal como quando vi a imagem pela primeira vez, tudo
me pareceu encenado, ¢ um espaco que parece um
cenario. Talvez seja necessario referir aqui que eu
nunca tinha estado antes num campo de concentracao.

At: E como foi a visita a cidade?

ps: Cheguei de autocarro, bastante apreensivo, por
razoes Obvias. Terezin encontra-se dividida em duas
areas: uma ¢ a fortaleza grande em forma de estrela do
século XVIII, onde fica a povoagao e onde hoje vivem
novamente cerca de trés mil pessoas; a outra parte ¢ a
antiga prisao propriamente dita, que € anterior a
Segunda Guerra. A prisao funciona hoje como nucleo
museoldgico. A sala da fotografia encontra-se dentro
deste nucleo, o que explica um pouco o aspecto
encenado, de que falava antes. A sala esta 14, fechada
com uma porta de vidro, como um palco inacessivel.
Nem sequer consegui entrar. Quando, j& um pouco
frustrado, descobri a possibilidade de fotografar através
do vidro da janela, notei que este tinha aparentemente
sido o ponto de vista do proprio Sebald ou de quem
quer que tenha tirado a fotografia do livro. Na altura
pensei que devia pedir autorizagio e que decerto me
abririam a porta mas, a0 mesmo tempo, nao quis criar
essa situacao de particularidade ou de excepgao. Achei
mais interessante manter o mesmo acesso de qualquer
outro visitante e, de certa forma, gosto de fotografias
complicadas. Esta impossibilidade de entrar também
reforcava essa ideia de encenacao e portanto igualmente
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de inacessibilidade. Quando era crianca levavam-me
a concertos de musica cldssica, e lembro-me que
imaginava muitas vezes o que aconteceria, se eu me
levantasse e subisse ao palco, como reagiriam os
musicos, as pessoas. Mas claro que nunca tive nem
nunca teria essa coragem, dai que o palco represente
para mim essa inacessibilidade de que falavamos.

AE: A abordagem a sala fez-me lembrar a minha
experiéncia quando fui ver o Etant Donnés do Marcel
Duchamp em Filadélfia. A porta por onde se espreita
para o cenario tem varios buracos mas s6 dois é que
estao gastos e ensebados pelos milhares de visitantes.
Assim quando te aproximas nem hesitas na escolha,
sabes que somente atras daqueles dois € que a accao
se desenrola, o trilho ja estava programado assim
como a imagem final que era igual a que ja conhecia
de reproducoes fotograficas. Fiquei com a nitida
sensacao que fui um voyeur controlado, com uma
perspectiva igual a de milhares de outros
espectadores.

ps: Quando viajei para Terezin nem sequer levei a
fotografia do livro, porque nao tinha ainda intengao

de fotografar — era mais uma vontade de descobrir.

Foi depois ao comparar as duas imagens, que fui
encontrando as suas semelhangas e as suas diferencas.
Ha objectos que foram alterados, a mesa que esta 1a
agora ¢ completamente diferente da da imagem no
livro, a mesa pequena dessa fotografia desapareceu,

e nao tenho bem a certeza se o reldgio ainda 14 estd ou
nao. Na minha fotografia ele nao aparece. Mas talvez la
esteja ainda e eu ndo o tenha visto. Ou vi ¢ esqueci-me.
Continua a haver uma certa ambiguidade no meu
conhecimento deste lugar. O que é um facto é que
aquilo sempre me tinha parecido um cenério e quando
14 estive ainda mais cendrio encenado me pareceu!

No texto menciono o Bartleby do Melville, porque esta
sala me pareceu um palco para uma encenacao desse
texto. A qualquer momento pode entrar uma
personagem e pegar numa daquelas fichas e continuar
o seu trabalho. E tudo isso fala de suspensao, tal como
no teatro também existe uma suspensao.

ae: Como no Bartleby.

pB: E essa € a suspensao que também gostariamos que
tivesse acontecido para que tudo aquilo nao
acontecesse. O Bartleby ¢ um bocadinho também esse
ideal de pessoa que nao participa, nao obedece.

AE: Sim, de como participar nao participando. Se ha
a partida um consentimento, um siléncio
comprometido, a questao esta em como elevar esse
siléncio a uma recusa.

pB: Exactamente. Também somos responsaveis pelas
nossas nao-opcoes, as nossas letargias, as nossas apatias.
E como tu dizes, participamos nao participando.
Mesmo neste caso, participo num prémio de fotografia
patrocinado por um banco, com varias accoes que, no
passado e no presente, me suscitam duavidas e
apreensoes. Mas, voltando a Terezin, aquela imagem



AE: Yes, it’s about how to participate by not
participating. If, at the beginning, there’s a kind of
consent, a compromised silence, the question is how
to elevate that silence to the level of a refusal.

ps: Exactly. We’re also responsible for our non-options,
our lethargies, our apathies. And, as you say, we
participate by not participating. Even in this case, ’'m
taking part in a photography prize sponsored by a bank
with various actions that, both in the past and the
present, have caused me some doubts and
apprehensions. But, returning to Terezin, that image
also raised other questions for me: what type of room it
was, whether it was an archive, or an office, or a library.
Being there, I understood that the room was called a
Geschdftszimmer, which, translated literally, means
business room, and in this case the word “business”
has, for me, the meaning of a concrete event. It’s a very
clever name.

Ag: This room, which appears in this work as the
epicentre of the Theresienstadt machine, is obviously
the control room of a panoptic centre. Yet it never
appears in the film made by the Germans, which
serves as the basis for your work.

pB: It doesn’t appear because this room is located in
the part where the camp’s prison is and the film doesn’t
even show that there’s a prison there. Kept in this
prison were, in fact, the prisoners, whereas the others
were also prisoners, although apparently they weren’t
because they were kept in the camp. So there were also
two realities there: in the prison there were a hundred
people kept in a cell that was supposed to be for three,
and the people who were kept there were the ones who
had been accused of a crime, theft, murder, members
of the Czech resistance, Communists, etc. In the rest
of the camp were the people who had not been charged
with anything, they were just there because they

were Jews. And, in the film, the Nazi presence is
non-existent, so a room like this one wouldn’t even
have any place there. That absence is to a certain
extent restored in my version of the film through

the grotesque sound of the original voice-off.

AE: A sound that, at the same time, completely
destroys the German language and bears a closer
resemblance to some kind of furious divine
intervention. Speaking of photographs, you treat
everything in the same way, so that these realities are
all placed at the same level.

ps: Well, I didn’t want to make any distinction between
what was the prison at the time and what wasn’t.

aE: Because it was all a prison. Like the prison without
any outer limits that we find in the film THX 1138.

pB: A prison within a prison within an enormous prison,
although there was a different treatment given to the
people, and some realities were more urgent than
others. But it was a different state of emergency,
because the people who were in the prison apparently
had a greater likelihood of dying than those on the

outside, or, in other words, inside the fortress. There
were several people who were shot and even hanged

in that prison. In the camp, the people were either
transported to other places to die or else they died of
starvation and disease. Within the work itself, I didn’t
want to adopt the stance of suggesting that it was not
possible for this to have happened here, and that it
could only have happened somewhere else, or vice-
versa. Reality is always fictionalised. Because it is the
metaphorical and symbolic possibilities that interest
me, in every image that I see. Even in this case — and
with Sebald not revealing what it is — that room can be
used as a metaphor for much more than a situation that
is geographically focused on that place.

ae: How do you bring together the various strands in
this project?

ps: The project began with that photograph and it
ended in my encounter with the place in that
photograph and with the realities that are around it.
Sebald gave me all the steps, because he also mentions
the film, which I had already heard of, and speaks of
the possibility of slowing it down and thereby making
it more explicit, more profound. For me, this is a
fascinating object because of its conceptualisation:

a false documentary about a false town whose
inhabitants were also false, because they were forced
to remain there in a state of suspension. In a bubble.
There was even money, which could only be used there
like in a game of Monopoly. Although, generally
speaking, we have a positive idea of the human
imagination, here this imagination is a terrible thing.
It is an imaginary world that is both frightening and
frightful. Not so much because of the end that these
people would eventually have, since the vast majority
of them died shortly after the film had been shot, but if
only for the simple reason that they were forced to live
in this place. That in itself is enough to make this a
frightful place and, what’s more, it’s an imagined land,
a Neverland in reverse.

ak: In Delirious New York, Rem Koolhaas speaks of a
miniature village inhabited by dwarfs who have come
there from all over America, an almost autonomous
village with its own money and commerce... but it
was placed in the middle of an amusement park on
Coney Island. Where did these people, or rather the
extras that we see in the film, come from?

ps: The camp started out being designed for the Jewish
inhabitants of what today is the Czech Republic and
Slovakia. Later, people also began to arrive from
Germany and from other occupied countries. In this
way, it brought together a fairly broad mixture of
cultures, professions and social classes.

Those arriving from Germany were mainly elderly
people, convinced that they were being taken to a kind
of old people’s home in the east and being forced to
trade their possessions — in some cases involving great
wealth, in others not — in exchange for this idea that
they would be living in a model-city and that the State
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também me levantava outras questoes: de que tipo de
sala se tratava, de um arquivo, de um escritério, de uma
biblioteca. Estando 14, percebi que a sala se chamava
Geschdftszimmer, o que, traduzindo literalmente, quer
dizer sala de negdcios, e aqui negdcio tem, para mim,

o sentido de um acontecimento concreto. E um nome
muito habil.

ae: Esta sala, que aparece neste trabalho como o
epicentro da maquina de Theresienstadt, é,
obviamente, uma sala de controlo de um centro
panéptico. No entanto nunca aparece no filme feito
pelos alemaes, que serve de base ao teu trabalho.

pB: Ndo aparece porque esta sala se encontra na parte da
prisdao do campo e o filme ndo mostra sequer que existe
uma prisao. Nesta prisdo estavam, de facto, os presos,
enquanto 0s outros estavam presos, embora
aparentemente nao o estivessem, porque estavam na
povoacgdo. Portanto havia ali também duas realidades:
na prisao estavam cem pessoas numa cela que era
suposta ser para trés, estavam os que tinham sido
acusados de um crime, roubo, assassinio, membros da
resisténcia checa, comunistas, etc. No restante campo,
as pessoas nao tinham acusacgao formada, estavam ali
apenas por serem judeus. E, no filme, a presenca nazi
¢ inexistente, logo uma sala como esta nem sequer teria
la lugar. Essa auséncia presente € reposta, de certa
forma, na minha versao do filme através do som
grotesco da voz-off original.

ae: Um som que ao mesmo tempo rebenta com a
lingua alema e se aproxima mais de uma intervencao
divina furiosa. Falando das fotografias, tu tratas tudo
da mesma maneira de modo que essas realidades sao
todas niveladas.

ps: Bem, eu nao quis diferenciar entre o que era prisao
na altura e o que nao era.

Ak: Porque tudo era prisao. Como a prisao sem limites
do filme THX 1138.

ps: Uma prisao dentro de uma prisao dentro de uma
enorme prisao, apesar de haver um tratamento
diferente das pessoas e de umas realidades serem mais
urgentes que outras. Mas era um estado de emergéncia
diferente, porque as pessoas que estavam na prisao
tinham uma aparente maior probabilidade de
morrerem do que no exterior, isto ¢, no interior da
fortaleza. Houve varias pessoas que foram fuziladas

e até enforcadas nesta prisao. Na povoagao as pessoas
eram transportadas para outros sitios para morrerem
ou morriam de fome e de doenca. Dentro do trabalho,
ndo quis tomar a posigao de isto nao poder ter
acontecido aqui, s6 pode ter acontecido no outro lado,
ou vice-versa. A realidade é sempre ficcionada. Porque
¢ a metafora e a carga simbdlica que me interessam, em
cada imagem que vejo. Mesmo aquela sala — e o Sebald,
ao nao revelar o que aquilo é — pode servir de metafora
para bem mais do que uma situacio focalizada
geograficamente naquele lugar.
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ae: Como € que articulas os varios elementos deste
projecto?

pa: O projecto nasce dessa fotografia e acaba no meu
encontro com o local dessa fotografia e com as
realidades que estao em volta. Comeca num livro

e acaba, em parte, apresentado em forma de livro.

O Sebald da os passos todos, porque, inclusive,
menciona o filme, do qual eu j4 tinha ouvido falar,

e fala da eventualidade de o desacelerar e torna-lo assim
mais explicito, mais profundo. Este é para mim um
objecto fascinante pela sua conceptualizagao: um falso
documentario sobre uma falsa cidade cujos habitantes
também eram falsos, porque eram forcados a ali
permanecer em suspensdo. Numa bolha. Até existia
dinheiro, que sé servia ali, como num jogo de
Monopélio. Embora, em geral, tenhamos uma ideia
positiva da imaginacdo humana, aqui essa imaginacao
é terrivel. E um mundo imaginario aterrorizante

e aterrador. Nem digo tanto pelo fim que essas pessoas
inevitavelmente teriam, sendo que a grande maioria
delas acabaria por morrer pouco depois da rodagem
do filme, mas ja e apenas pelo facto de serem forcadas
a viver neste sitio. SO isso basta para que seja aterrador
e é uma terra imaginada, uma 7erra do Nunca ao avesso.

ae: O Rem Koolhaas no Delirious New York fala de
uma aldeia em miniatura habitada por anoes vindos
de toda a América, uma aldeia quase autonoma com
dinheiro e comércio préprios... mas que estava
inserida numa feira de diversoes em Coney Island.
De onde vinham as pessoas ou, melhor, os figurantes
que vemos no filme?

pe: O campo comecou por ser para os habitantes judeus
daquilo do que hoje é a Reptublica Checa e a
Eslovaquia. Depois comecaram também a chegar
pessoas da Alemanha e dos outros paises ocupados.
Congregava assim uma mistura bastante grande de
culturas, de profissoes e de classes sociais.

Da Alemanha chegavam, em grande parte, pessoas
idosas, convencidas que iam para um tipo de lar de
terceira idade no Leste e forcadas a trocar as suas
posses — nalguns casos riquezas, noutros nao — por esta
ideia de que iriam viver numa cidade-modelo e que o
Estado trataria deles até ao resto dos seus dias. Outros
eram pessoas conhecidas: professores, actores,
musicos... pessoas cujo desaparecimento poderia
suscitar protestos internacionais e até dentro da prépria
Alemanha.

ae: O teu filme comeca com pessoas numa assisténcia
a verem algo, que poderia ser, na realidade, o seu
proprio filme. No filme de ficcao cientifica
apocaliptico Soylent Green, acontece algo de
semelhante, um velho segue voluntariamente para
uma clinica de eutanasia e morre 1a dentro
calmamente a ver um filme de natureza tipo Disney.
Morre assim a ver a sua propria cultura e a sua
imagem.

pB: A imagem da sua felicidade aparente. Mas o que

¢ estranho neste filme e que eu acho fascinante é que,



would look after them for the rest of their days. Others
were well-known people: teachers, actors, musicians...

people whose disappearance could give rise to protests,
not only internationally, but also inside Germany itself.

ae: Your film begins with people in an audience
watching something that could, in reality, be their
own film. Something similar happens in the
apocalyptic science-fiction film Soylent Green: an old
man makes his way voluntarily to a euthanasia clinic
and dies peacefully inside watching a film of the
Disney type. He therefore dies watching his own
culture and his own image.

pe: The image of his apparent happiness. But what’s
strange in this film and what I find fascinating is that,
in fact, this happiness seems to be there. We don’t know
the exact extent of that happiness, because it’s a
fictitious happiness, but it also has a real side. Despite
everything, they were alive and they didn’t know what
their final fate was to be. They were people without a
radio, television or newspapers. There was a period
when these existed, but they were censored newspapers.
There’s a very concrete example to be found in
Theresienstadt: there were people being transported
into the camp and others that were being transported
out. Shortly before the end of the war, there was a
massive transport of people, because men were needed
to work at Auschwitz and, on their arrival, the fit men
would be sent to do forced labour and those that weren’t
fit enough were immediately gassed. But the great lie
that was placed on top of this other lie was the
information that was given to those remaining in
Theresienstadt, namely that these men would be
returning after six weeks, because their work would be
finished by then. After some time, they called the wives
of these men to go and join them. And so all this
followed a very routine pattern: people kept
disappearing and the others considered this to be a
normal situation, because the information that they
were given was that they were being sent to a city
further east, where workers were needed. They used

to receive postcards that had been forcibly predated
months beforehand and whose senders had died in the
meantime. The lie was spread in this way, and, after a
while, nobody found this strange anymore, and this also
mirrored what was happening inside Germany itself:
the Jews were taken away and many people believed
that they had been deported and relocated in cities and
towns of their own. This was all built up gradually
within the actual system and within the minds of the
people themselves. That’s why we have to pay a lot of
attention to systems and the way in which they develop.
And to the way in which things are managed by people
who are in competition with one another. During the
war, each Nazi agency operated in competition with the
others, each of them wanted to outdo the others and,

by a certain time, things had started to get in the way
of one another. The idea of making a film-lie therefore
arose and a film is something that remains for posterity.
Hence my interest in this subject.

ae: And the implications that this has.

pe: And the way in which people look at film today. We
have to remember the way in which this film was made
and under what circumstances, because, even though
we now know the truth, the images can be deceptive.
This is very interesting, and I think that it has a lot to
do with the way in which we look at images today. We
receive information that is given to us and which
justifies and sanctions the opinion that we have already
formed before, or we receive images that go against this
same opinion and then claim that these images have
been falsified. As information reaches us through
images and most people don’t read newspapers or
books, this information that we receive through images
is practically all that we have.

ak: There are some people who maintain that film,
and above all video, is a continuation of a an oral
tradition.

pB: Yes and no, because we attach more value to images
than we do to sound. But then we lose (if we ever had it)
the ability to know how to read images. And we don’t
have either the time or the desire to see everything, so
that there then has to be a selection of images on the
part of the transmitter and the receiver of these: one
war is shown more than another and so on.

AE: And, in your manipulation of the film, by reducing
its speed and colouring it red, you oblige us to reflect
upon what is being seen. After watching your film,

I thought about the difficult question of
appropriation, especially about your stance as an
artist in defence of certain values. I think that, in
your case and in this piece, you appropriate things so
that history can continue to be told as it should be.
To some extent, you transport all of that to your own
time. Basically, it’s a legacy that you carry through
from beginning to end, trying to respect the intrinsic
truth of the film itself. But, from time to time, you
release characters from that farce, you erase the
inscription Nazi Staged Filim and portray people that
belong to a possible family, your own...

pe: The photographs function as a way of freezing on
each face. It’s impossible to look at each person one

by one. We talk of art and the practice of images, but
basically we’re always theorising, because we never
manage to include the total number of available
images. This happened to me with Under Strange Skies.
While I was looking at the photographs of refugees,

I felt that anguish of having to choose: you can’t use
everything and therefore you have to choose, and then,
in doing so, I felt rather like those policemen who used
to pick people out. But they didn’t pick them out by
their faces, in fact they based their choice on a system,
on a rule, on a law, on absurdities. In photography, it’s
the opposite to some extent, faces are chosen because
there’s a certain look or expression in them, but it’s
always a choice. In this work, I also felt that same
importance — and I think the fact that the film is being
shown in its entirety is also a rejection of that choice.
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de facto, a felicidade parece 14 estar. N6s nao sabemos o
grau dessa felicidade, porque é uma felicidade ficticia,
mas ela também tem um lado real. Apesar de tudo, eles
estavam vivos e nao sabiam do seu destino final. Sdo
pessoas sem radio, sem televisao e sem jornais. Houve
um periodo em que estes existiam, mas eram jornais
censurados. H4 um exemplo muito concreto em
Theresienstadt: havia transportes de pessoas que
entravam e transportes que saiam do campo. Pouco
antes do final da guerra foi feito um grande transporte,
porque eram necessarios homens para trabalhar em
Auschwitz e, a chegada, os homens capazes iam para
os trabalhos forcados e os nao capazes eram
imediatamente gaseados. Mas a mentira no topo da
mentira, era a informacao dada em Theresienstadt,

de que estes homens iriam regressar ao fim de seis
semanas, porque o trabalho estaria finalizado nessa
altura. Ao fim de um tempo, chamaram as mulheres
desses homens para irem ter com eles. E portanto tudo
isto se passava numa sequéncia muito rotineira: as
pessoas iam desaparecendo e os outros achavam uma
situagao normal, porque a informacao que tinham era
a de que iam para uma cidade semelhante mais a leste,
onde eram necessarios trabalhadores. Recebiam-se
postais que tinham sido pré-datados a forca meses antes
e cujos remetentes ja estavam entretanto mortos.

A mentira propaga-se e as tantas ja nao se estranha e
isto é também o espelho do que aconteceu na prépria
Alemanha: os judeus eram levados e muitas pessoas
acreditavam que eram deportados e recolocados em
cidades proprias. E tudo um crescendo, dentro do
proprio sistema e dentro da cabeca das proprias
pessoas. Por isso temos que ter muita atencao com o0s
sistemas e a forma como estes se desenvolvem. E de
como ¢ feita a gestao de pessoas em competicao entre si.
Durante a guerra, cada agéncia nazi funcionava em
concorréncia com as outras, cada uma queria fazer
melhor e a certa altura, as coisas iam-se atropelando
umas as outras. A ideia de fazer o filme-mentira surge
assim e um filme ¢ algo que fica para a posteridade, dai
0 meu interesse.

ae: E das implicacoes que isso tem.

ps: E da forma de como hoje se olha para o filme. Temos
que nos lembrar de que forma é que este filme foi feito
e em que circunstancias, porque, mesmo sabendo a
verdade, é-se enganado pelas imagens. E isso é muito
interessante e acho que tem muito a ver com a forma
como olhamos para as imagens de hoje. Recebemos a
informacao que nos dao e que justifica e sanciona a
nossa opiniao ja formada antes ou recebemos imagens
que vao contra essa mesma opiniao e afirmamos que
essas imagens sao falseadas. Como a informacao nos
chega através de imagens ¢ a maior parte das pessoas
nao léem jornais ou livros, essa informacao através da
imagem ¢é praticamente tudo o que temos.

Ae: Ha quem defenda que o filme e sobretudo o video

vém no prolongamento de uma tradicao oral.
pB: Sim e nao, porque damos mais valor a imagem do
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que ao som. Mas perdemos, se é que alguma vez a
tivemos, a capacidade de saber ler imagens. E nao
temos nem tempo nem vontade para ver tudo, existindo
assim uma gestao das imagens por parte do emissor e
do receptor, uma guerra ¢ mostrada mais do que outra e
por ai em diante.

aE: E tu, na manipulacao do filme, ao diminuires a sua
velocidade e ao o colorires de vermelho obrigas-nos
entao a uma reflexao sobre aquilo que esta ser visto.
Depois de ter visto o teu filme pensei na dificil
questao da apropriacio, sobretudo no teu
posicionamento enquanto artista, na defesa de
determinados valores. Penso que, no teu caso e nesta
peca, te aproprias para que a histéria possa continuar
a ser bem contada. Acontece um pouco transportares
aquilo para o teu tempo. No fundo é um legado que
carregas do principio até ao fim, tentando respeitar a
verdade intrinseca do proprio filme. Mas, de vez em
quando, resgatas personagens daquela farsa, apagas a
inscricao Nazi Staged Film e retratas pessoas de uma
possivel familia, a tua...

pB: As fotografias funcionam como uma paragem em
cada rosto. E impossivel olhar para cada pessoa uma

a uma. Falamos de arte e da pratica de imagens mas,
no fundo, estamos sempre a teorizar, porque nunca
conseguimos abranger o nimero total de imagens
disponiveis. Aconteceu-me com o Sob Céus Estranhos.
Enquanto estava a olhar para as fotografias dos
refugiados senti essa angustia da escolha: nao se pode
utilizar tudo e por isso tém de se escolher e, ao fazé-lo,
senti-me um pouco como os policias que escolhiam as
pessoas. Mas eles ndo escolhiam pelas caras, de facto,
escolhiam por sistema, escolhiam por regra, escolhiam
por lei, escolhiam por absurdidades. Na fotografia,

¢ um pouco ao contrario, escolhem-se caras porque ha
um olhar ou uma expressao, mas ¢ sempre uma escolha.
Neste trabalho senti também essa importancia — e
penso que o facto de o filme ser passado na integra,
também ¢é uma recusa dessa escolha. Sei que isto é
muito simbdlico, mas metaforicamente esta-se a dar
uma segunda vida aquelas caras. Eram rostos que
estavam encerrados num arquivo hd anos e de repente
vém a tona, sdo vistos! E obviamente sao apenas
imagens, sao apenas — nem sequer sombras sao —
palidas referéncias das pessoas que foram, mas este
olhar é também o maximo que se lhes pode devolver.
Uma fotografia é um espelho com memoria. Portanto
esta escolha tem inerentemente a ver com memdria.

E, neste caso, com a falta de memoria que existe destas
pessoas, porque, na verdade, foram grupos de pessoas,
foram familias inteiras que desapareceram e nao fica
ninguém para as recordar. Uma coisa que sempre me
interessou no meu trabalho é essa sobreposicao entre

o que é publico e o que é privado, entre essa memoria
colectiva e a nossa memoria pessoal. E também a
estranheza de este filme me recordar — e isso é muito
estranho — um filme de familia. Todos estao contentes
e bem. E nos filmes de familia também estao todos
aparentemente felizes, nunca ha familias



I know that this is very symbolic, but metaphorically
those faces are being given a second life. They were
faces that had been locked away in an archive for years
and then suddenly came to the surface, they are being
seen again! And obviously these are just pictures, they
are only — they’re not even shadows — pale references to
the people that they once were, but this look is also the
greatest thing that can be given back to them.

A photograph is a mirror with memory. So, this choice
is inherently bound up with memory. And, in this case,
with the lack of memory that there is about these
people, because, in fact, they were groups of people,
they were entire families that disappeared and nobody
was left to remember them. One thing that has always
interested me in my work is this overlap between what
is public and what is private, between that collective
memory and our own personal memory. And there is
also the strange fact that this film reminds me — and
this is really very odd — of a family film. Everybody’s
happy and comfortable. And in family films,
everybody’s apparently happy too, there are never any
problem families. And the fascinating thing about these
films is not even what they show, but rather what they
don’t show — a layer, below or above or around, which
is not to be found in the images from the film. And this
is important, the fact that we can’t grasp hold of what
is factual. There is, in this film of Theresienstadt, a
scene with a family sitting around the dinner table: the
grandparents, the husband and wife and some children.
Those who know the identity of these people also know
that they were not a family. They were placed at a table
together to make that scene for the film. But when you
see the film, what they are is a family sitting in a
dining-room. What you have is a couple from
Amsterdam together with some children who came
from Berlin. This is a falsehood that needs to be
exposed. If you look at a family film, you think “Oh,
what a wonderful childhood!” and then someone tells
you that the child was raped by her uncle who’s
standing behind her. Suddenly, you look at the film and
you think that you can now see that in it, when before
you didn’t see anything. Or perhaps you actually did
see it, but, of course, it’s only when we have the key
that we can manage to unravel the codes that were
previously secret.

ak: That shot of the fabricated family sitting at the
table is therefore a second key to the project, the first
one being Sebald’s photograph. Do you believe —
because I do a little — that, because of the way in
which things have been put together and done here,
there is almost an implicit truth to the scene? The
fact that this film was made by people who were in
the camp... there is in it almost a dismantling of the
shots, as if it were an implied warning code. Like that
soldier who, in a rescue film, manages to ask for help
by winking.

ps: The director was one of the prisoners, who ended up
being murdered in Auschwitz shortly afterwards...

AE: ... and if we suppose that, while making the film,
he wasn’t also making an anatomical study of the
whole situation, then you can understand that the
filming of that body is something that will always

be artificial.

DB: ... yes, and, in fact, even if there were no other
reality: chaos, war, extermination and everything that
we know about, all around... These were people who
hadn’t heard anything about their families for ages,
and they were far from their homes, in a camp that had
been prepared for a maximum of five thousand people
and which was completely overcrowded with some fifty
thousand people, so that they were living in dreadful
conditions. The film was made later, in 1943, but in
September 1942 roughly a hundred and forty people
were dying every day of typhoid fever, which means
that it was impossible for those people not to know
that obviously something wasn’t right.

aEe: It would be impossible for them not to have had
that burden.

ps: That weight and that identity inside them. But it’s
also interesting, when we realise to what extent people
seem to have been handpicked for the film: the
different elements, the actors, the extras, they were all
chosen. A film is always fiction. In a documentary, the
best framing is chosen for each shot, that red sofa looks
better than the yellow one, you choose that person who
has larger eyes and who looks better in the picture than
the other one, who may even have a very different story
to tell. And, of course, all this is so obvious in
photography.

ae: The best realities are also the ones that are made
fictional.

ps: For example, in the Second World War, countless
colour films were made, and yet our memory of that
war is in black and white. It’s the colour of memory.
When the Americans reached the concentration camps
and saw the piles of bodies, they raised the question of
whether to film in colour or in black and white. And it
was decided to film in black and white for one practical
reason. The Americans’ idea was to show this horror to
the Germans themselves so that they could understand
the full extent of what had happened, and as it was still
much easier to duplicate and project copies of films
that were made in black and white, they decided to film
in black and white. And I can’t imagine that horror
being shown in Téchnicolor. When I photographed the
crematorium at Terezin, the place was so gloomy that
strangely enough the picture ended up being in black
and white.

ak: Black and white suspends time, red subjectivises
it. Coppola presents a treatise on this very idea in
Rumble Fish. A black and white film about the
common reality of almost any city in America with

a colour-blind individual who only sees the fish he
identifies with in colour. In fact, you yourself reaffirm
this in the film Black and White. In the video
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problematicas. E o fascinante nestes filmes nem é
sequer o que mostram, mas sim o0 que nao mostram —
um layer, em baixo ou por cima ou em redor, e que nao
esta nas imagens do filme. E isso é importante, o facto
de nds nao conseguirmos agarrar o que ¢ factual. Ha,
neste filme de Theresienstadt, uma cena com uma
familia a mesa: os avds, o casal e umas criancas. Quem
souber a identidade destas pessoas, sabe também que
aquilo ndo era uma familia. Colocaram-nos numa mesa
juntos para fazerem aquela cena para o filme. Mas
quando vés o filme aquilo é uma familia numa sala de
jantar. Tens um casal de Amesterdao com umas criangas
que vieram de Berlim. E uma falsidade que ¢ necessario
desvendar. Se olhares para um filme de familia, pensas
“ah que bela infancia!” e depois alguém te diz que
aquela crianga era violada pelo tio que esta 14 atras.

De repente, olhas para o filme e achas que vés 14 isso,
onde antes ndo vias nada. Ou se calhar até vias, mas
claro que s6 quando temos a chave conseguimos
descodificar os c6digos que antes eram secretos.

Ak: Esse plano da familia forjada a mesa é entao uma
segunda chave do projecto, sendo a primeira a
fotografia do Sebald. Acreditas — eu acredito um
pouco nisso — que, pela maneira como as coisas estao
montadas e estao feitas existe quase uma verdade
subentendida? O facto deste filme ter sido feito por
pessoas que estavam no campo... existe nele quase
um desmontar dos planos, como se tratasse de um
c6digo de alerta subentendido. Tal como aquele
soldado que, num filme de resgate, consegue pedir
socorro através de um piscar de olhos.

ps: O realizador era um dos presos, que acabou
assassinado em Auschwitz pouco depois...

AE: ... € se ele ao filmar nao estara também a fazer
um estudo anatémico de toda a situacio, e entao
percebes que a filmagem daquele corpo é algo que
sera sempre artificial.

DB: ... sim, e de facto, mesmo que nao houvesse outra
realidade: caos, guerra, exterminio e tudo o que nds
sabemos, em volta... Estas eram pessoas que nao
sabiam das suas familias ha anos, ¢ estavam longe das
suas terras, numa povoagao que estava preparada para
um maximo de cinco mil pessoas e que estava
sobrelotada com umas cinquenta mil, portanto, em
condicoes péssimas. O filme foi feito depois, em 1943,
mas em Setembro de 1942 morriam diariamente de
febre tiféide cerca de cento e quarenta pessoas, 0 que
faz com que fosse impossivel que aquelas pessoas nao
soubessem que obviamente algo ndo estava bem.

AE: Seria impossivel que nio tivessem essa carga.
pB: Esse peso e essa identidade dentro delas. Mas
também ¢ interessante, quando percebemos até que
ponto as pessoas parecem ter sido escolhidas “a dedo”
para o filme: escolheram-se os elementos, os actores,
os figurantes. Um filme é sempre ficgao. Num
documentario escolhe-se 0 melhor enquadramento,
aquele sofd vermelho fica melhor do que o amarelo,
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escolhe-se aquela pessoa que tem os olhos maiores e que
fica melhor na imagem do que a outra que até tem uma
histéria muito diferente para contar. Entao na
fotografia isso é tdo 6bvio.

Ae: Também a melhor das realidades é aquela que

é ficcionada.

ps: Por exemplo, na Segunda Guerra foram feitos
inameros filmes a cores e, no entanto, a nossa memaoria
desta guerra ¢ a preto e branco. A cor da memoria.
Quando os americanos chegaram aos campos de
concentracao e viram as pilhas de corpos levantou-se

a questao de filmar a cores ou a preto e branco. E ficou
decidido filmar a preto e branco por uma razao pratica.
A ideia dos americanos era de mostrar este horror aos
proprios alemaes para que eles percebessem a extensao
do que tinha acontecido, e como era ainda mais facil
duplicar e projectar copias a preto e branco, filmou-se
a preto e branco. E eu nao consigo imaginar aquele
horror em Technicolor. Quando fotografei o crematdrio
em Terezin, o sitio € tao tétrico que a imagem
estranhamente ficou a preto e branco.

ae: O preto e branco suspende o tempo, o vermelho
subjectiva-o. O Coppola no Rumble Fish faz um
tratado sobre isso. Um filme a preto e branco sobre
uma realidade comum de uma cidade qualquer na
América com um individuo dalténico que s6 vé os
peixes com os quais se identifica com cor. Alias, no
filme Black and White reafirmas isto. No video

A Perfect Day e com o Um pouco mais pequeno do que
o Indiana, a cor torna tudo atemporal e suspenso no
estereotipo, ao passo que no Sob Céus Estranhos eu
nio sei se tens essa relacgao.

ps: Nesse filme as imagens paradas sdo sempre a cores
e as em movimento a preto e branco, a excepg¢ao dos
filmes da minha infincia. O que tem um pouco a ver
com o tratamento que dei também a este filme, é uma
filmagem no Rossio que pus em cimara lenta, portanto
da-se a volta a praca muito lentamente...

ae: E engracado que fales nisso. Existe uma relacio
6bvia entre a maquina de filmar e a metralhadora.

O primeiro efeito de cimara lenta usada no seu
sentido técnico, foi para ver o efeito de uma bala a
perfurar um osso humano. E incrivel pensarmos que
é o estudo militar que esta na base de tudo. Existe um
lado moérbido e bélico por detras de cada filme,
sobretudo, como no teu filme, quando se esta perante
um efeito de camara lenta que é horrivel.

pe: E mesmo o documentario desenvolve-se muito
assim: antes ia-se a Africa e traziam-se as cabecas dos
bichos cagados, mais tarde vai-se 14 para fazer filmes
antropoldgicos, o que tem muito essa ligagao bélica,

a caga, ao troféu. A prépria Internet é um antigo
projecto militar. E tu, no outro dia, fazias essa analogia,
a de uma maquina fotografica ser uma espingarda e
uma cdmara de filmar ser uma metralhadora. Em
relacdo a isso, gostava ainda de referir que o facto de ter
reduzido a velocidade do filme de Theresienstadt fez



A Perfect Day and in Slightly Smaller than Indiana,
colour makes everything appear timeless and
suspended in the stereotype, whereas in Under
Strange Skies, ’'m not sure whether you have this
relationship.

pa: In that film, the still images are always in colour and
the moving images are in black and white, except for
the films of my childhood. Which has a little to do with
the treatment that I also gave to this film: it was a film
shot in Rossio that I put into slow motion, so that you
move all the way round the square very slowly...

ae: It’s funny that you should talk about this. There’s
an obvious relationship between a film camera and

a machine gun. The first idea behind slow motion
when it was used in the technical sense was to see
the effect of a bullet perforating a human bone. It’s
incredible to think that it was a military study that lay
behind all this. There is a morbid and warlike side to
each film, especially when, as in your film, you’re
watching a slow motion effect that is horrible.

ps: And even documentary films developed in very
much the same way: beforehand, people used to go to
Africa and bring back the heads of animals that they’d
hunted, later we ended up going there to make
anthropological films, which is very similar to that
warlike connection with hunting, with trophies. The
Internet itself is, in fact, an old military project. And,
the other day, you yourself made this analogy, that

a photographic camera is like a rifle and that a film
camera is like a machine gun. As far as this image

is concerned, I’d also like to mention that the fact that
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Book dummy for Terezin Theresienstadt, 2006
(unpublished), 2006 Video, colour, sound,
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I slowed the speed of the film of Theresienstadt meant
that it went back to its original length. It is thought that
the film was originally meant to last about ninety
minutes. At the end of the war, the film disappeared
and only later were some excerpts found, which were
scattered around museums all over the world. It was
these bits that I worked on, and I reduced them to a
speed that was four times slower, making it much more
slow-moving. And so, in this way, we have returned to
the ninety minutes that the Germans wanted the film
to last, and which, according to them, would be the
amount of time needed for you to get caught up in

the lie that those images portray. With this process,

a certain truth has been re-established from that lie
and that intention of theirs. But you can make a true
or a false film about any theory. That’s why I think that
this film of Theresienstadt is paradigmatic of the times
that we live in.

This conversation took place in Lisbon in October 2006.

A second conversation was held a week later, focusing on filling
in some of the gaps in the first conversation. On October 26,
2006, a car was broken into on Cape Finisterre. Amongst the
many objects stolen was a Mini-Disc player with a disk inside
1t, which contained the recording of that second conversation.
In trying to reconstruct the lost conversation, we came to the
conclusion that we each had completely different memories of it.

Daniel Blaufuks wishes to thank Alexandre Estrela,
Mariana Viegas and Sénia Teixeira Pinto.
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com que tenha voltado a sua duracio original. Pensa-se
que o filme originalmente era para ter cerca de noventa
minutos. No final da guerra, o filme desapareceu e s
mais tarde sdo encontrados excertos, que estao
espalhados em museus pelo mundo fora. Foram esses
bocados que trabalhei e reduzi para uma velocidade
quatro vezes mais lenta, mais vagarosa. E assim
voltamos a ter os noventa minutos que os alemaes
pretendiam que o filme durasse e que seria, segundo
eles, o tempo necessario para que fosses envolvido na

mentira daquelas imagens. Com este processo, € reposta

uma certa verdade dessa mentira e dessa intengao. Mas
sobre qualquer teoria consegues fazer um filme,
verdadeiro ou falso. Por isso penso que este filme de
Theresienstadt é paradigmatico nos tempos em que
vivemos.

Esta conversa teve lugar em Lisboa em Outubro de 2006.
Uma segunda conversa, focada em algumas lacunas da
primeira, realizou-se uma semana depois. A 26 de Outubro
de 2006 um automovel foi assaltado no Cabo de Finisterra.
Entre os inimeros objectos roubados, encontrava-se um
aparelho Mini-Disc com um disco inserido, contendo a
gravagao dessa segunda conversa. Ao tentarmos reconstituir
a conversa perdida, chegdmos a conclusdo que tinhamos
memorias completamente diferentes da mesma.

Daniel Blaufuks agradece a Alexandre Estrela,
Mariana Viegas e Sonia Teixeira Pinto.

D XX/XX p. XX/XX

Magquete para o livro Theresienstadt, 2006
Terezin (nao publicado), 2006 Video, cor, som,

210 x 260 mm 90’

BES PHOTO 2006 DANIEL BLAUFUKS
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Sem titulo, da série Terezin, 2006
Impressdes cromogéneas

100 x 160 cm; 80 x 100 cm
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