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Excerpt from: Reinhard Braun, Heidi Specker, “On the Being- 
Together of Images”

To the question “What is the city made of?” Heidi Specker “re-
sponded” in 1998 with the series “TEILCHENTHEORIE” (PAR-
TICLE THEORY), with details from architectural surfaces of Ber-
lin architecture, with a liberation of recurring façade decor from its 
original architectonic coherence and mélange, which set these details 
free, made them different, useless, placeless, beautiful, but also ab-
stract and, at the same time, both antisocial and empathic or compas-
sionate. The response to the issue of totality is its dissolution, a the-
ory of particles. The city is composed of surfaces; we can behold or 
ignore them, perceive the creative drive or not, like the vacant lots. 
Something is there to be seen, or maybe not. Back then just as now, 
thirty years later. A typology arose that, due to the renovations that 
have since been initiated, is probably already in the process of disap-
pearing again, yet it still retains its validity. Today the series evokes 
no sense of nostalgia, though it does to a certain extent represent a 
survey of the past, of the history of a city that is associated with its 
specific architecture like hardly any other. This survey still remains 
subjective and objective at once, beautiful and repellent at once, re-
constructive and utopian at once. 

In the year 1934, Walter Benjamin held a lecture at the Institute for 
the Study of Fascism in Paris, which was published under the title 
“The Author as Producer.” In this lecture, Benjamin stated: “It [the 
photography of Neue Sachlichkeit] becomes ever more nuancé, ever 
more modern; and the result is that it can no longer record a tenement 
block or a refuse heap without transfiguring it. Needless to say, pho-
tography is unable to con-vey anything about a power station or a ca-
ble factory other than, ‘What a beautiful world!’ . . . For it has suc-
ceeded in transforming even abject poverty—by apprehending it in a 
fashionably perfected manner—into an object of enjoyment.”1

“TEILCHENTHEORIE” introduces a method, demonstrates a 
method that  moves—in a fragile, fleeting, contested, uncertain, and 
yet manifest way—along a boundary between poetry and soberness. 
And this technique speaks differently about the world than in its glo-
rification, even when the pictures are beautiful, or perhaps precisely 

Dear Sir or Madam,
Dear friends of Camera Austria,

We are pleased to present the most recent publication in the Edi-
tion Camera Austria, Heidi Specker: Fotografie, which has been re-
leased on the occasion of the eponymous exhibition.

Detail shots of façades, the head-scarf of a girlfriend traveling, a sil-
ver bowl in Giorgio de Chirico’s apartment in Rome—several images 
and a text in this book stake out the terrain in which the photographic 
strategies of Heidi Specker are brought into play. Photography gives 
her an opportunity to dissolve the hierarchies between gesture, mat-
ter, material, surface, and body, and to subject all of this to a compar-
ison. Visible in her projects is the point of access that she undertakes 
with and through her photographs, the way she reflects on the visi-
ble, and the efforts to develop a specific aesthetic strategy. In this re-
spect, she always unleashes a poetics of the visible, with the aim of 
probing a kind of disharmony between the image and the objects, so 
as to challenge the power of the photographic  images, whose effects 
we all share.

We are very happy about our long-standing, ongoing, and multifac-
eted collaboration with Heidi Specker. In 1991, her work was se-
lected for the section Forum in Camera Austria International No. 
38 (1991–92); an exhibition review and a book review followed. For 
Camera Austria International No. 133 (2016), Heidi Specker de-
veloped an artist contribution, in which her affinity for the filmic is 
in the foreground.

We hope that you will thoroughly enjoy our latest publication and 
extend our thanks in advance for its editorial consideration in your 
medium.

Sincerely
the Camera Austria-Team
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Heidi Specker, born 1962 in Damme (DE), is an artist based in Ber-
lin (DE). Her interest follows architecture, which she extends towards 
interior and (so far) to portrait by content. The series “SPECKER-
GRUPPEN” (SPECKER GROUPS, 1995) and “IM GARTEN” (IN 
THE GARDEN, 2003) dialogues architecture and nature. Her later 
photographs are linked to places claimed by persons: Mies van der 
Rohe in “LANDHAUS LEMKE”  (2008) and Giorgio de Chirico or 
Carlo Mollino in “TERMINI” (2010). “In Front Of” (2015), is finally 
on portraits. Specker is professor for pho-tography at the Academy 
of Fine Arts Leipzig (DE). Her work has been shown by Sprengel 
Museum Hannover (DE), Mies van der Rohe Haus Berlin, Leopold- 
Hoesch-Museum, Düren (DE), Pinakothek der Moderne, Munich 
(DE), and Berlinische Galerie, Berlin. The exhibitions are thought as 
conceptional as her images, especially her most recent show “Heidi 
Specker: “FOTOGRAFIN” (PHOTOGRAPHER) at Kunstmuseum 
Bonn (DE, 2018).

when they are beautiful, because they are beautiful for being sub-
versive, because they separate, divide, thus dismissing the whole—
the world, the city—removing it from sight, taking it out of sight.  
“TEILCHENTHEORIE,” in any case, and this may be asserted 
without risk, is not representative. The parts do not represent a whole, 
for the parts are simply parts on which light is shed. Each individual 
part receives attention, in a non-hierarchical way, a block of images, 
a being-together of images—a community of images?

Fifteen years after “TEILCHENTHEORIE,” Heidi Specker took 
photographs for her book THREE WOMEN on a trip with a girlfriend 
wearing a blue-red headscarf with white flowers. Almost only this 
headscarf is visible, almost only this white floral pattern—daisies—
against the blue and the red background, along with a suggestion of a 
pair of glasses, a forelock stirring in the wind, the sun, a stairway in 
the background. At the sea? A castle? Yet, really, this is not important; 
it is the headscarf that captures the gaze and the picture. “Beautiful 
images or ideas that are preserved by the picture for no other reason 
than because they only ever exist in the picture, because they have 
only ever been created by the picture.”2 The headscarf itself becomes 
a surface that outshines everything, that blends out everything else, 
that divests and reinstates all meaning, an ornament, a kind of dé-
cor, which inscribes itself into what may be an unforgettable moment, 
or into which an unforgettable moment may have been inscribed, or 
which appears to be such a moment because photography has ascribed 
it to it and inscribed it in this very moment—a surface like that of ar-
chitecture, like the décor of architecture, beautiful, recurring, unique 
and banal, structuring and random, constructive and transient, all at 
once. The headscarf, the woman, and the sun, and perhaps even more 
than the photographer could see or really saw, or maybe did actually 
see. The image comes together; what can come together does so, thus 
resulting in an image; what the pho-tographer has evoked comes to-
gether, yet without her being able to fully assert control. A fragile en-
counter, a perception, characterized by uncertainty—or even better, 
by caution or prudence, maybe even by respect (an anachronistic idea, 
perhaps fallen out of time, yet does not photography itself constantly 
fall out of time, penetrate time, in order to activate some-thing within 
us to which we would have no other relationship except that aroused 
by the photographic image itself?). 

“Touch me with a real touch, one that is restrained, nonappropriat-
ing and nonidentifying.”3 Yet this touch does not take place entirely 
randomly; it is first staged by photography, which in turn embodies 
the practice of the photographer. But does the act of staging, the mak-
ing, the producing and creating of an image, imply at the same time 
that we possess it (in a more global rather than proprietary sense), or 
that we already knew it before it was taken? Does this fragile mani-
festation of a touch, as that which photography may appear to be, not 
instead mean liberating the images, releasing them, sharing them?

Spread from: Heidi Specker, Fotografie, 2018, pp. 4–5, 18–19. 


