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MÁRIO GOMES

Foucault Térroriste

 After the Italians came the French. In 1976, 
Merve  had already released a translation of Micro-

physics of Power and Peter Gente and Heidi Paris, 
who ran the publishing house, had become close 
friends of Foucault.

 At the Frankfurt book fair in 1977, visitors 
seemed to be less interested in books than in the 
events in Mogadishu and Stammheim. It was an 
awkward week. Once the fair was over, Paris and 
Gente decided to head straight from Frankfurt to 
Paris, to meet up with Foucault and talk about future 
publications. Foucault’s fascination for what was 
going on in Germany, however, was so strong that 
the conversations kept drifting towards what would 
become the main topic: the RAF and the response 
of the German state to terrorism. Foucault decided 
on the spot that he would travel to Berlin as soon as 
possible.

 Before the German Autumn was over, Foucault 
and Defert flew to Berlin.

 Their first excursion was to East Berlin. Foucault, 
who believed that whatever was happening in 
West Germany and West Berlin would only be 
understandable if compared to the state of things in 
the East, passed Checkpoint Charlie in the first days 
of December, along with Defert.

 Crossing the border meant being x-rayed. At 
Friedrichstraße, Foucault and Defert were led to 
separate rooms, where officers browsed through 
their belongings and photocopied whatever could 
be photocopied. The rigidity of the apparatus was 
overwhelming, the interrogation endless. Everything 
seemed suspicious to the GDR officers. A name 
Foucault had jotted down on a strip of paper — Rudolf 
Virchow — triggered a flood of questions that were 
as difficult to answer as they were absurd. Defert 
remembers it as a military procedure.

 A few days later, on December 4th, Paris and 
Gente met up with Foucault and Defert at the 
Hotel Vier Jahreszeiten F-G 8, in Schöneberg. Over 
breakfast, they talked about Peter Bruckner, Klaus 
Croissant and the Baader-Meinhof Group, in a mix of 
French and German that must have raised suspicion. 
Upon exiting the hotel, a team of heavily-armed 
policemen, a total of fifteen officers stepping out of 
three vehicles — Foucault remembered the exact 
numbers — surrounded them and pressed machine 
guns into their backs, as they frisked them for 
weapons. Though it must soon have become clear 
to the policemen that the four young people they 
held at gun-point were unlikely to be the dangerous 
terrorists they were after, there was a protocol to 
follow. It required the four suspects to be driven to 
the police station and to be placed in individual cells 
that Foucault later recalled as sterile and hospital-like. 
As if to confirm that all this was mere formality, 
after half an hour they were released. It had taken 
the police little time to realize that Heidi Paris had 
been mistaken for Inge Viett, a RAF member whose 
face was well-known from the wanted signs posted 
everywhere around town. As an officer explained, 
someone had claimed to have seen Viett at the hotel 
lounge, hence forcing the police to intervene.

 Whenever the police was called, the police had 
to respond. Foucault saw this prompt reaction to 
whatever could be threatening as an important part 

  Before the German Autumn was over, Foucault 
came to Berlin. The trip, in the company of Daniel 
Defert, was a field study into the surveillance 
apparatus.

 The term “German Autumn” became widespread 
after the anthology film Germany in Autumn was 
released in 1978. The separate segments of the 
film were directed by eleven different filmmakers, 
including Rainer Werner Fassbinder, Alexander Kluge, 
Volker Schlöndorff.

 In December 1977, when Foucault travelled 
to Berlin, that year’s autumn was most commonly 
referred to as the “hot autumn”, “l’automne chaud”. 
Apart from hot, it was long. It started in April or 
even earlier, depending on how the story is told. In 
any case, both tension and temperature had been 
rising steadily since April, from the moment the West 
German attorney-general was shot dead by members 
of the Red Army Faction. It reached a pinnacle in 
September when Schleyer, the president of the 
German Employers’ Association, was kidnapped.

 On October 13th, a Lufthansa aircraft en route 
to Frankfurt was hijacked by a commando of the 
Popular Front for the Liberation of Palestine, allies 
of the RAF. For nearly five days, the Boeing 737-200 
was adrift in airspace, stopping over to refuel in Rome, 
Larnaca, Aden, Dubai and Mogadishu. There it was 
stormed by a German counterterrorism unit, killing 
three of the four hijackers and rescuing all hostages 
still alive by then. Only a few hours later, three RAF 
members were found dead in their prison cells at 
Stammheim penitentiary, in an alleged collective 
suicide. In reaction to these events, Schleyer — still 
a hostage — was executed by his kidnappers. His 
body was found in the trunk of a green Audi 100 in 
a street in Mulhouse that same day, October 18th, 
the day that saw the showdown of the “automne 
chaud”.

 While tensions grew towards their peak in 
Germany, Italy had already been on fire for a long 
time. If in Germany the terror wave lasted for one 
long autumn, in Italy it was more than a decade of 
lead. Anni di piombo. While bombs exploded and 
bullets whizzed through the air, an array of militant 
leftist movements brought the struggle to the streets. 
Not seldom this meant riots.

 The photos of military tanks on Via Zamboni, 
Bologna, became iconic for the days in which the 
“Movement of 77” turned into a pool of war-like 
images. But these were not the only contents that 
the leftist movements in Italy brought forth. As the 
fights on the streets raged on, countless independent 
magazines were printed, clandestine radio stations 
went on air, a whole media network of leftist thinking 
proliferated, disseminating subversive ideas and 
information. Not surprisingly, in those years of lead, 
Italian thinking rose to the vanguard of the intellectual 
movements in Europe.

 In Germany, it was the alternative publishing 
house Merve I8 that started issuing translations of 
works by several Italian theorists of the barricades 
who emerged from that current. As Peter Gente, the 
historical editor at Merve recalls, the publisher’s first 
phase was eminently Italian. For Gente, the arrest 
of Toni Negri in 1977 marked an end of this “Italian 
period” of the publishing house.

of the fears of some people, of their delusions and 
their disgust. The police intervenes as do firemen in 
case of a gas leak: “once it smells bad.”

 The Western surveillance system breeds and 
nurtures suspicion. But rather than being a mere 
consequence, this suspicion lies at the core of the 
system. Though somewhat invisible to the eyes of 
the occasional visitor, a similar principle was also at 
play in the GDR, where nobody could ever be sure 
that the neighbor, colleague or the friend of a friend 
was not a spy from the Stasi. In the East, as in the 
West, citizens were integrated into the surveillance 
apparatus. For the tourist on a day trip through East 
Berlin, there was no way of ascertaining how subtly 
this was being done in the East. Even to an observer 
as keen as Foucault, it was simply invisible.

 The documentary “Foucault in/à Berlin” by 
Agnes Handwerk revisits some of the sites Foucault 
and Defert visited during their trip to Berlin in 1977. 
In the lounge of a seemingly abandoned Hotel Vier 
Jahreszeiten, a young man is seated on a chair. 

Through his headphones he hears Foucault’s voice, 
telling the story of the arrest, as he simultaneously 
translates it into German, bringing the past back 
into the empty hotel lounge. The film ends shortly 
thereafter, with a wide shot, panning over a strip of 
wasteland, the Reichstag building in the background, 
without the dome, looking like a ruin. The camera 
follows a jogger, under a grey sky. As if it were about 
to start a reflection, a voice sets in, stating that “today 
there are new risk scenarios”. Just this single sentence. 
Nothing develops from here, the words are left in 
the air. A guitar riff fades in, the image dips to black, 
the titles appear. We are suddenly brought back to 
the present.

of the mise en scène of the Western surveillance 
system, a much more subtle system than the one he 
had experienced in East Berlin. In the West, the police 
would act only when a citizen would feel threatened. 
In a time when a constant feeling of threat was in 
the air, this implied constant interventions.

 On December 19th, Der Spiegel published a text 
by Foucault, in which he explained the differences 
between the surveillance apparatus in East and 
West Berlin. “The policeman in the East draws his 
power — he likes to show this by permanently quoting 
provisions — from a world that is alien to the world of 
the population: that of the administration, the party, 
the leaders. He relies on this world that lies above 
and that is abstract and terrible. The policeman in the 
West, on the other hand, is engaged in demonstrating 
that he only acts “on request”. The charge that 
someone files lends him his authority. If you are 
arrested, it means that someone got scared of you or 
that your face reminded that person of something. 
Do not complain about the police, it is at the service 

Felsch, Philipp: Der lange Sommer der The-
orie: Geschichte einer Revolte 1960-1990, 
Munich: C.H. Beck, 2015.

Foucault, Michel: Wir fühlten uns als 
schmutzige Spezies, in: Der Spiegel, 52, 
1977, p. XXX (available on http://www.spie-
gel.de/spiegel/print/d-40680517.html)

Handwerk, Agnes: Foucault in/à Berlin, 
1992/2004.
Quack, Axel: Second Order Television. 

Interview with Peter Gente (available on 
http://www.vimeo.com/16001730)

Raulff, Ulrich: Wiedersehen mit den Siebzi-
gern: Die wilden Jahre des Lesens, 5th ed., 
Stuttgart: Klett-Cotta, 2015.

* SPRITZ (Footnote on a Diagram)

1961 was not only a disastrous year in 

politics. The construction of the Wall in Berlin 

split the city between the world powers and 

started a phase of the Cold War that would 

last for a quarter of a century. Art, literature, 

poetry, theatre, film and music were generated 

as energy fields within a system of coordinates 

that essentially served ideological and 

politico-economic purposes. At the same time 

experimental countercultural sites evolved and 

established themselves in many of the divided 

city’s protected areas, announcing the dawn of 

a new era and having enormous significance 

for the future of thinking and acting with and 

through media. That these countercultural 

sites had such deep material and political 

implications was due to the violence of the 

historical context. But this was something for 

which media studies, once it had developed 

after the reunification in the 1990s, no longer 

had any sense. The discipline emerged after 

the paradigm shift from critique to facilitation 

had already occurred.

At the energetic centre of the formation 

of a theory and practice to be developed both 

with and through media stood the founding of 

both the Institute for Language in a Technical 

Age [Institut für Sprache im technischen 

Zeitalter – SPRITZ.] at the Technical University 

of Berlin and the Literary Colloquium of Berlin 

(LCB), an experimental laboratory and meeting 

place peripherally located at Wannsee. It was 

here that, with the aid of tape recorders and 

other artefacts, a literature with neither author 

nor master narrative was elaborated. The 

institute, founded in 1961 by literature professor 

and poet Walter Höllerer, became the nucleus 

of the first media studies department at a 

German university, gradually established from 

1962 onwards by the mechanical engineer, 

psychologist and radio theorist Friedrich Knilli 

– initially as Höllerer’s assistant. Ten years later 

I was already able to study media studies there 

as my main subject within German philology.

Set down among twenty faculties that 

were essentially working on designing and 

running a future society that would be based on 

mathematics and technology, this heterotopian 

place was not without forerunners. It emerged 

within a matrix whose essential coordinates 

were at least fourfold: electro-acoustics/music, 

(computer) linguistics/semiotics, experimental 

poetry/literature and various technical visual  

and performance-related media.

What generated the strongest inno-

vative thrust immediately after the Second 

World War was experimental sound and 

music research, which had left a lasting 

mark on Berlin since the 1920s (Scherchen, 

Trautwein, Bode, and Sala, among others). 

Parallel to the Studio for Electronic Music 

at (N)WDR in Cologne – essentially initiated 

by Werner Meyer-Eppler, the inventor of 

electronic sound synthesis – there evolved a 

studio and laboratory practice for electronic 

music at the TU Berlin with connections to 

both the various performance practices of 

the city as well as to academic programs (the 

cooperative sound engineering program at 

the Berlin University of the Arts has existed 

since 1953/54). Hans Heinz Stuckenschmidt 

began delivering his lectures on music as 

part of a technologically-based art history 

in 1949. From 1954 onwards, Fritz Winckel 

organized lecture series about the interrelation 

between music and technology. In 1961 the 

Studio for Electro-Acoustics and Electronic 

Music began assembling its own archive, 

which the subsequent studio head Folkmar 

Hein has looked after to this day, turning it 

into one of the most exciting databases in 

this experimental ground. 
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NILS RÖLLER

Bar colours

 Oranienbar N 6-7, Milchbar N 7, not the 
Madonna, seldom the Casino. In the summer 
of 1985 the Oranienbar in Oranienstrasse 
and the Milchbar in Manteuffelstrasse were 
important resources for me in my attempts 
to find an apartment or to get to know the 
milieu around Die Tödliche Doris. I had heard 
about Doris by way of the special issue of 
Kunstforum International that Wolfgang M. 
Faust did on Cross Culture. After reading 
the text on Doris I wrote a letter to the maga- 
zine. Wolfgang Müller answered with a 
phone call. Thus I became aware of a Doris 
concert at the Delphi Filmpalast F 6 near Zoo 
Station and had cause to travel from 
Wilhelmshaven to Berlin. On the day after 
the concert Wolfgang Müller showed 
me Kreuzberg and introduced me to friends. 
Reinhard Wilhelmi worked at the Oranien- 
bar. He helped me a lot in my search for 
an apartment. That’s how I found the first flat 
I moved into, the one in Ohlauer Strasse. 
Käthe Kruse, the drummer of Die Tödliche 

Doris worked at the Milchbar. Looking back 
I can to draw a line from the Oranienbar 
to the apartment in Ohlauer Strasse. It’s a path 
I often walked, usually past a certain pub that 
as far as I know was never closed no matter 
what time I passed by. The door to this venue 
was wide open during the warmer times of 
year; you could see benches that were screwed 
into the wall and sometimes used for sleeping.

I mention that because I would like 
to raise a question, namely whether this pub 
represented an aspect of “psychological 
openness”. What do I mean by that? Besides 
the text on Die Tödliche Doris a book by 
Wolfgang M. Faust had also helped me get 
mentally oriented in Berlin. This book 
contained an observation made by the painter, 
Rainer Fetting, who said that he had traded 
the broad streets of Wilhelmshaven for 
the broad streets of Berlin. What motivated 
the change, he said, was the openness of 
Berlin streets. This formulation stayed with me 
during those first months. I no longer 
remember whether I carried it around in my 
thoughts as a mantra, or whether I was 
enthusiastic about it or skeptical. I imagine I 
was skeptical, and that that came from my fear 

walked together from Ohlauer Strasse to Oranien-
bar. He asked me why I never took the more 
direct way via Kottbusser Tor. At the time I was 
convinced that my route was the shortest 
possible one, but today I doubt it because I suspect 
that it was rather the liveliness of Wiener Strasse 
that had decided the route for me, that and 
the fact that this route passed by not far from the 
Milchbar. The Milchbar had a wooden floor. 
I believe they were untreated, in any case they 
were certainly not lacquered with the ox- 
blood tint that could often been seen in Berlin 
apartments. I think you could see through the 
gaps in the boards to the cellar underneath. Käthe 
Kruse, whom I recently asked about that, denies 
it, but remembers that the gallery Eisenbahnstrasse 
N7 later used the space in the cellar at Milchbar.

It was in that gallery in 1986 that I acquired 
the work Topgirls ’86 by Chris Dreier for DM 
1.95. It consists of square images of naked women 
posing, drawn with coloured pencils and crayons. 

of losing myself during this period while 
beginning anew in Berlin after having finished 
high school in Wilhelmshaven. It’s certainly 
true that drivers who had picked me up 
as I was hitch-hiking to Berlin had given me 
explicit warnings about this when they 
spoke about life there. When I leaf through 
Faust’s book Hunger nach Bildern (“Hungry for 
images”) again now, in December 2015, I 
do not find Fetting’s formulation any more.

I am also irritated about my memory when 
I think about the colours I may have noticed 
on my walks through Berlin. I often remember 
passing Madonna on the way to Oranienbar. 
I never frequented the bar on the corner of 
Ohlauer and Wiener, but as I passed by I 
noticed cups that looked like Italian cappuccino 
cups. I think that looking through the window- 
panes I got the impression of a red-green 
atmosphere. Thirty years later, as I write this 
test in the library of the Zürich University 
of the Arts, it occurs to me that my perception 
of these colours was influenced by my en- 
thusiasm for Italy. I notice that, the intervening 
years notwithstanding, it gains in luminosity 
when I connect it with the letter-sequence 
Campari. Probably I first became aware of the 
intensely glowing letters of this word in 
Florence, around the same period. Now, in the 
very moment that I’m writing this, I realize 
a movement that connects the Madonna in 
Wienerstrasse — Casino was also on that 
street — with what I’d like to call an “aesthetic 
of back then”. The striking character of this 
“aesthetic of back then” revealed itself as much 
in the whole-page advertisements of Campari 
as in the magazines Wiener and Tempo. This is 
a view that that with this line I am writing 
now I should like to describe as preliminary. 
Because I now imagine that the connection 
between the bar Madonna, the Campari-ads 
and the just-mentioned magazines is supported 
by the name Wiener Strasse. It is possible 
that I actively produced this connection 30 years 
ago, given that the magazines of the day were 
claiming to embody the spirit of the times. 
The line from Ohlauer Strasse to Oranienbar 
crossed the Wiener Strasse — at least, that’s 
the route I chose. Along Reichenberger Strasse 
and via Kottbusser Tor and Adalbertstrasse 
I did not go.

A friend I had met in Rome, Robert 
Ricciardelli, visited me, and several times we 

The pictures are a little larger than my thumbnail 
and are laid down on fluffy tufts of material that 
might have come from a wig. Possibly Chris Dreier 
wore it at the strip-tease at Oranienbar that 
Roberto Ricciardelli and I saw from the footpath on 
a severe winter’s night in 1985. The Topgirls ’86 
shelter in a matchbox with a cigarette paper stuck 
to it that has been coloured in red. Hearts have 
been drawn on the four corners in black felt-tipped 
pen. The title, the price, and the name of the 
artist are also black. The black is rich even today, 
whereas the red of the ground has faded. 
I understand that to be a visual expression of my 
memories of the first months in Berlin. They 
change with the influence of the time that has 
passed since. Elements become more promi- 
nent and then weaken again — depending on the 
context in which the memories are relevant.

[yellow MUSIC].
The name gelbe MUSIK was intended to show 

that it was a place for the eyes and for the ears, 
a place for visible music. It was also meant as an 
historical reference to Kandinsky’s unfinished 
piece for stage, The yellow sound. Kandinsky asso- 
ciated something brash and importunate with 
the colour yellow, an aggressive power. In the words 
of Emmett Williams, “the musical fellow who 
bellowed”.

The first exhibition…
…was an exhibition with scores. Scores for 

happenings, performances, musical pieces or 
even large installations. They were originals that 
embodied all sorts of techniques and forms, 
the work of diverse artists from several gener-
ations: Laurie Anderson, John Cage, Earle Brown, 
Milan Knížák, Nam June Paik, David Tudor, 
Wolf Vostell and many others. Perhaps the most 
unusual score came from Terry Fox. It took 
the form of a length of string with various markings 
corresponding to the path through the labyrinth 
of Chartres cathedral. Nam June Paik was 
represented too, with another unusual score, the 
“Symphony for 20 Rooms” from 1961. In 1994 
we hosted a solo exhibition with various works by 
Nam June Paik, and Nipper sat in the gelbe 
MUSIK display window – not listening to his 
master’s voice, but raptly watching his own image 
on a TV monitor. 

Did the idea for the publication Broken 
Music – which is out of print and now 
treated as a cult item – take its start from 
those catalogues?
Broken Music, curated together with Michael 

Glasmeier, was a particularly significant exhibition 
project that brought many of the objects shown in 
earlier exhibitions together with larger, room-
filling installations. One of these, for instance, 
being the large installation 33 1/3 by Cage, 
another by Christian Marclay covered the floor 
with hundreds of LPs, on which the viewer could 
walk. The title of the exhibition derives from 
Milan Knížák’s name for his early record-objects. 
Broken Music was an exhibition project focusing 
on the record as artwork, on record covers 
designed by artists and on the record as material. 
So for example there was also a sculpture by Paik 
which is known as the “Schallplattenschaslik” 
[Shaslik of Records]. The visitor was invited 
to compose his own sound-collage by means of 
a freely movable tonearm. Broken Music was 
realized first of all in the daadgalerie I 7 in Berlin, 
later it was invited to France, Canada and 
Australia.

On the gallery’s tenth birthday John Cage 
conceived a graphical design that was 
published as a small-run screen print. On 
the occasion of its twentieth, Elenore 
Büning wrote in the Frankfurter Allgemeine 
Zeitung for 19.12.2001: “Without doubt: 
Berlin’s rise to become the capital of sound 
art would not have been possible without 
the quiet achievements of Ursula Block.”

The interview took place in December, 2015.

electronic media are technically and structurally 
egalitarian means of communication: “Anyone can 
take part in them by a simple switching process. The 
programs themselves are immaterial things and can 
be reproduced at will. In this sense the electronic 
media are entirely different from the older media like 
the book or the panel painting, the exclusive class 
character of which is obvious.”4 From his analysis, 
Enzensberger derives a new type of receiver, who 
in principle could become an active transmitter: 
“The new media are orientated towards action, not 
contemplation; towards the present, not tradition. 
[…] It is wrong to regard media equipment as mere 
means of consumption. It is always, in principle, 
also means of production and, indeed, since it is 
in the hands of the masses, socialized means of 
production.”5 According to Enzensberger, the division 
between transmitters and receivers is not a technical 
a priori. It is the monopolization of mass media by 
capital that gives them their regulatory function in 
the culture industry. This is why the media “do not 
serve communication but prevent it […]; technically 
speaking they reduce feedback to the lowest point 
compatible with the system.”6

The discourse on the adoption of electronic media 
and their power to activate is strongly embedded 
in the dispositive circumstances of the 1960s and 
1970s. Here it is the technological developments 
and the debates between critics of society that stand 
out, among other things. Sony, for instance, put the 
semi-professional Portapak video camera on the U.S. 
market in the mid-sixties, reaching Europe around 
1970. This made audio-visual production affordable 
to private individuals. The Portapak soon became 
standard equipment in community media, of which 
the MedienOperative Berlin e. V. I 7, founded in 1977, 
is one of the best-known German representatives. 
Discursively, Enzensberger’s suggestions are 
embedded in critical theory and should be understood 
as a reaction against repressive conditions in the 
culture industry. The latter, according to Adorno, 
“prevents the formation of autonomous, independent 
individuals who consciously judge and decide for 
themselves”7. The emerging media initiatives tried 
to counter this repression by teaching media literacy. 

Structurally, such ideas are by no means new. 
The history of media and culture is full of examples 
of utopian projections of the potential of new media. 
Enzensberger, too, was aware of that. His Baukasten 
refers explicitly to Bertolt Brecht’s radio theory, 
which consists of various short texts written in the 
1920s and 1930s. In his 1932 essay Der Rundfunk 

als Kommunikationsapparat [The Radio as an 

Apparatus of Communication] Brecht formulated 
radio’s potential for the class struggle, if the radio 
“were capable of receiving and not just of transmitting, 
of making the listener speak and not just listen, of 
connecting him rather than isolating him.”8 As with 

outward appearance updated, in order to make it 
more attractive in the eyes of users and viewers. On 
May 27th, 2009, the OKB changed its name to Alex 

Offener Kanal Berlin and presented the changes to the 
public. Whether they are viable remains to be seen.

Despite all the crises that the OKB has faced since 
its inception, one can only hope that the question of its 
legitimacy will continue to be posed afresh. By which 
I do not mean to suggest that it should be relegated to 
the company of other relics of media history. On the 
other hand, I don’t envisage it becoming an instrument 
of revolution either. Rather, it should be questioned 
precisely so that it can continue to function as an 
experimental ground for media activity. 

open channels to this day. They stipulate that the use of 
radio transmitters should be unrestricted (particularly 
with regard to manipulation and censorship) and 
free of charge, set out minimum technical and staff 
requirements, define regional and local ranges, and 
provide that the channel users themselves shall be 
responsible for their productions.

The functions of open channels, and thereby 
their legitimacy, can be divided into two related areas: 
expression of opinion and media literacy. While free 
expression of opinion is anchored in Article 5 of the 
German constitution, which debates in the 1960s 
and 1970s sought to apply to mass-media conditions, 
the media literacy function has become ever more 
important, at least since the 1980s. The arrival of 
privately owned radio stations stimulated calls for a 
citizen who would be competent in communications 
and media, a citizen who, although a part of the culture 
industry as a consumer, should at least be a critical 
consumer, capable of understanding the operating 
principles of media production and distribution as 
well as questioning and evaluating media contents. 
And it seems that the importance of imparting media 
literacy, especially in relation to the World Wide 
Web and social broadcasting, will continue to play 
a leading role in future arguments for the legitimacy 
of open channels.

With the Offener Kanal Berlin - OKB [Berlin 

Open Channel] the first open channel in Germany 
went on air on the 28th of August 1985, just as 
the cable pilot project was launched. Created as a 
pilot project for further open channels, the OKB 
owed its existence to debates about privatization 
and commercialization of radio in the West Berlin 
public sphere, led by independent initiatives such 
as the Kreuzberg-Neuköllner Anti-Kabelgruppe 
[Anti-Cable Group] or the MedienOperative Berlin 

e. V. — the latter already boasting several years of 
experience in grass-roots production and media 
literacy education.13 In 1987 the OKB was finally 
anchored in the city-state’s Media Law. The State 

Treaty for the Reorganization of the Broadcasting 

System guaranteed the transmitters a two percent 
share of the revenue from the radio licence fee that 
was available to the State Media Institution. 

Yet this is where the OKB began to encounter 
criticism. Its financial dependence on public service 
broadcasting called its independence into question. 

Interview with Wolfgang Müller, musician, 
painter, author, co-founder of the legendary 
band Die Tödliche Doris, inventor of the term 
Ingenious Dilettantism, poet and lover of all things 
oblique and ambiguous, an expert on elves and 
dwarves and a scholar of misunderstandings. The 
following dialogue is based on collaged excerpts 
from numerous conversations that took place 
between September 2014 and February 2015 in 
Café Pfeiffers and its archive on Waldemarstrasse 
N6 in Berlin-Kreuzberg.

In your book Subkultur in Westberlin 1979— 
19891 you write in detail about the 
connections between the punk and art 
scenes in France, Germany and Poland. 
Was there a lot of contact, exchanging of 
ideas, travel? What was possible? What 
reached the West from the East? What did 
they know about one another?
Just how much happened beneath the offical 

level was astonishing—there was definitely 
personal contact. For example Ursula Block of the 
gallery gelbe MUSIK G7 maintained contact 
with experimental musicians and artists from the 
Fluxus sphere in Poland, Czechoslovakia and other 
Eastern Bloc countries. Incidentally, Poland seems 
to have been the only country in the Eastern Bloc 
at the time where there existed a privately owned 
record press. A small label 
named ALMA ART used it to release experimental 
music in limited runs. In any case, there were 
hardly any independent music productions on 
vinyl in the West at that time either. The number 
of independent music productions rose 
considerably only near the end of the seventies. 
From 1978 the effects of punk began to make 
themselves felt. Suddenly there were new options, 
a wider array of possibilities for reproduction 
emerged through audio cassettes. Before that, the 

music industry in the West was almost exclusively 
commercially oriented. To release independent, 
non-commercially oriented music, experimental 
music, fluxus or punk—that was very hard. 
In other words, even if a musician had great ideas 
but couldn’t or wouldn’t fit into the industry 
structure, the chances of getting a record deal were 
close to zero.

Were there any Polish or French punks in 
West Berlin in the early eighties?  
Of course there was a punk or a post-punk 

scene in both countries. There were certainly 
a few French punks in West Berlin. So for example 
Françoise Cactus came to West Berlin in the 
beginning of the 1980s. Other Wall-painters like 
Thiery Noir and Christophe-Emmanuel Bouchet 
came a little after her. Probably no German artist 
ever painted the Wall as naively and unselfcon-
sciously as these two Frenchmen. When they were 
done, it looked like some funny advertising space, 
like a pack of biscuits, even though it was officially 
part of East Berlin. Of course I preferred the Wall 
as a grey, ugly surface; I found it more realistic 
that way. But punk bands from West Berlin with 
weird haircuts and clothes also liked to pose in 
front of the Wall: look how free we are here in the 
West! That was the message and of course it was 
also a part of the West’s propaganda. But whoever 
graffiti’d anywhere else in West Berlin aside 
from on the Wall got arrested by the police. And 
the punks in the West were also sometimes 
brutally beaten by Nazis and other petit bourgeois 
philistines...

On the other hand, as far as I knew there 
were hardly any Polish punks in West Berlin; they 
couldn’t cross the border. In this regard, the 
Carrot Festival in Warsaw and the Töne-Gegentöne 

Festival in Austria were among the first indepen-
dent cross-border festivals. The festival in Warsaw 
crossed a boundary simply by the fact that they 
had indie bands and post-punk bands both from 
the Eastern and the Western bloc performing. That 
was the first time that had happened. But they 

In 1978 Friedrich-Wilhelm Freiherr von Sell 
famously proclaimed that radio belongs to the citizens. 
The slogan was not simply meant as a paraphrase of 
the legal fact of public ownership. Instead the former 
director of WDR, the West German Broadcasting 
Corporation, was demanding that citizens should have 
the possibility of being actively involved in contents 
and practices that until then had been accessible only to 
a few privileged broadcasters — usually representatives 
of political and economic power structures. And 
indeed: one year later the Expertengruppe Offener 

Kanal - EOK [Open Channel Experts Group] was 
established. On behalf of public broadcasters, this 
group aimed to investigate opportunities for setting up 
open channels qua citizens’ media, as part of so-called 
cable pilot projects. EOK was initially modelled after 
the pioneering work of community media in the 
United States, which, having emerged from local 
initiatives, had already been operating successfully 
since the 1970s.  

Thus artists’ groups in the U.S. such as Ant 
Farm (1968-1978) with their Media Van had already 
shown what participation in electronic visual media 
and their practices might mean. And at the legendary 
conference Open Circuits – The Future of Television, 
which Gerald O’Grady and the group Electronic Arts 

Intermix organized from the 23rd to 25th of January 
1974 at MoMa, the tension between discursive mass 
media and dialogue-oriented communication media 
played a big role: Nam June Paik presented his work 
Global Groove (1973), an engagement with Marshall 
McLuhan’s global village; Vilém Flusser gave a lecture 
on Two Approaches to the Phenomenon, Television. 
Finally there was also a german intellectual present, 
a man who since 1965 had been publishing one 
of the organs of the German student movement, 
the magazine Kursbuch. This was Hans Magnus 
Enzensberger, speaking on Television and the politics 

of liberation.1 Four years prior, in Kursbuch 20, 
Enzensberger had published his much-read Baukasten 

zu einer Theorie der Medien [Constituents of a Theory 

of the Media] in which he called for the appropriation 
of mass media.2 The appropriation in question was to 
turn consuming receivers into productive transmitters 
and thus at least throw a spanner into the works of 
the Bewusstseinsindustrie [consciousness industry]. 
Apparently Enzensberger’s Baukasten caused a stir 
not only in German Cultural Critique. Flusser, too, 
jotted “Enzensberger: Monolithic control, Simulation 
of lack, Censorship: Lack of Feedback”3 on the back 
page of the conference program – three years later he 
was to finish the manuscript, which was published 
posthumously as Kommunikologie. 

The reason Baukasten acquired a central role 
in this discursive context was, that Enzensberger, 
unusually for the intellectual Left of his time, did not 
simply put mass media under a general suspicion of 
manipulating the masses. He assumes that in principle 

But what probably stood out most of all was its 
systemic dependence: are open channels really a 
mouthpiece for the citizens in broadcasting? Or do 
they function rather as an alibi, promising a pluralistic 
media environment while in fact being allotted only 
marginal timeslots? Is this the realization of what 
Baudrillard, in his riposte to Enzensberger, called 
the “system of social control and power”?14 A further 
source of criticism was the potential or evident 
abuse of citizen’s rights under the guise of freedom 
of expression, namely where the opinion expressed 
turned out to be discriminatory. Such was the case 
around 1999 when Radio Germania caused a stir 
with extreme right-wing content, putting the channel 
under strong pressure to justify itself.15

Facing this crisis, the OKB was threatened 
with closure in 2000 – its broadcasting slot was to 
go to the Kirch Group’s newly founded N24 news 
channel. The imminent shutdown was averted 
by the Senate Department for Schools, Youth and 

Sport with support from the SPD, as “the role of the 
Berlin Open Channel in the development of media 
competence”16 was emphasized – the imparting of 
media competence as a source of legitimacy thus 
came more clearly to the fore. The Committee of 

the State Media Institution summed it up in 2008: 
with the development and differentiation of social 
media, citizens’ self-articulations have shifted to the 
web and so “references to the participatory function 
are by no means sufficient any more”17. When cable 
networks were digitalized in 2010 and cable network 
operators were no longer being obliged to air OKB, 
the latter encountered its next crisis of legitimacy. 
From 2008 the channel was restructured and its 

Enzensberger, the problem as Brecht identified it was 
not technical — in principle, every radio receiver can 
be turned into a transmitter. Instead, he too believed 
that institutionalized power structures consolidated 
the transmitter-receiver relation. Brecht’s claims 
should also be regarded in the light of experimental 
and practical and, of course, political initiatives 
which began to develop in the 1920s, especially in 
parallel with the work of the Arbeiter-Radio-Bund 

e. V. [Workers’ Radio Association].9

Enzensberger’s influential text was not well 
received everywhere. It was perhaps Jean Baudrillard 
who objected to it most vehemently. In 1972 he 
issued a devastating counterargument in his essay 
Requiem pour les media [Requiem for the Media]: 
“When Brecht and Enzensberger assert that the 
transformation of the media into a true medium 
of communication is not technically a problem [...] 
it is necessary to understand [...] that in effect it is 
quite correctly not a technical problem, since media 
ideology functions at the level of form, at the level 
of the separation it establishes, which is a social 
division [...].This is the real abstraction of the media. 
And the system of social control and power is rooted 
in it.”10 Indeed, Enzensberger later moved away 
from his hypotheses. In 1988, the same year that 
the Bundesverband Offene Kanäle – BOK [Federal 

Association of Open Channels] was founded, he 
wrote resignedly that television understood as a 
Nullmedium was simply not suited to activate the 
masses. Its systematic effect amounts rather to 
“pleasant brainwashing” and comes “quite close 
to being a transcendental meditation. (…) The TV 
is the Buddhist machine.”11 The viewer becomes a 
dystopian version of the TV-Buddha that Nam June 
Paik presented in the Bonino Gallery in New York. 

In light of these debates, the first major 
institutional step towards citizens’ radio in Germany 
was taken with the establishment of the Open Channel 

Experts’ Group in 1979, as part of the cable pilot 
projects. These were primarily intended to test the 
opening up of the market for private broadcasters on 
the cable network.12 In 1980 the group outlined the 
requirements and the framework for open channels 
in Germany in its position paper Der Offenen Kanal 

– Kriterien für eine Bürgerbeteiligung [The Open 

Channel – Criteria for Civic Participation]. Its most 
important principles are still representing the basis for 

 DANIEL IRRGANG 
“Radio belongs to the citizens!” The potential of 
electronic media and the Berlin Open Channel

From the late 1960s onwards, the Technical 

University of Berlin F5 was a peculiar construct 
within the walled-in urban area of West Berlin. 
Established in the middle of the city, its branches 
grew out into the district between Tiergarten 
and Charlottenburg. Almost strategically located 
on the long axis that stretches straight from 
Alexanderplatz in the East to Theodor-Heuss-Platz 
in the West. Also located here was the dffb C6, 
the German Film and Television Academy, which 
formed the westernmost point of the media 
scene at that time. In the early 1990s the Academy, 
and with it the avant-garde cinema of the West, 
was relocated into the equally dead straight Heer- 
straße.

The central building complex of the TU on 
the Straße des 17. Juni, which with its garden 
adjoins the rear studios of the University of the Arts 

F5, also provided the space for the foundation 
of an institute out of which the first media studies 
department at a German university would 
emerge. Between, on the one hand, the programme 
in literary studies (a part of the marginal Faculty 
of Arts that the TU needed so that its claim to 
university status could be taken seriously) and, on 

the other, about twenty faculties for engineering 
and the natural sciences, the Institute for 

Language in the Age of Technology F5 was created 
– an interface with energetic potential.

In both teaching and research Friedrich Knilli 
had moved ever further away from his roots in 
literary studies and towards the mass media. 
His courses and those of his assistant Erwin Reiss 
were housed in the wing furthest to the left 
next to the gigantic auditorium of the TU. 
The Institute’s rooms, an office and several work- 
ing spaces, were on the first floor, extending 
out into the territory of the biologists and chemists. 
They included, for instance, the windowless 
camera obscura, which held a particular appeal 
for us, mainly because of the Steenbeck, the 
editing table for the mechanical processing of 
opto-chemical film stock, which took our senses 
on adventurous journeys. The early semi-
professional video recorders, like the one inch 
format Philips EL-3400 from 1962 and the 
first slant-track recorders in three-quarter inch 
format shared the narrow space with heavy 
tape recorders from AEG-Telefunken. These had 
been designed for several recording speeds; 
the slowest ones were used for the numerous 
recordings of poetry readings and interviews 
with authors that were done in the sixties, for 

example at the Literary Colloquium C10 at Wann- 
see; the recordings filled entire closets.

Like the media studies department as a whole 
in its relation to the TU, for us students the 
seminar room embodied all the qualities of a cre- 
ative insurgency. Here you could hear sounds 
and see images that were taboo in any other 
academic context. We analyzed political TV pro- 
grammes, the round table discussions broadcast 
on Sundays or commercials for fish fingers, 
no less than spaghetti westerns, film noir thrillers, 
commercial pornographic films or Nazi propa-
ganda. Heinz Werner Höber, the author of 
pulp serials about the superhero Jerry Cotton, was 
as welcome there as the working-class writer 
Max von der Grün, the dramatist Heiner Müller 
with his special GDR passport, or the Polish 
theatre scholar Andrzej Wirths.

In the think tank on the street of the Street 
17th of June advanced hermeneutics for media 
utterances and their significations were developed 
in a way never before seen in the academic 
field. The first Introduction to Film and Television 

Analysis (1971) by Knilli and Reiss emerged in 
close proximity with the linguistic and machine-
oriented communication studies of Manfred 
Krause, who was also responsible for the electro-
acoustic studio. All of it was housed in the 
strange building with the new Plattenbau facade 
and the old 19th century core. Engineering 
and philologically-oriented analyses of technolog-
ical artefacts clashed methodologically and 
theoretically, but they shared an experimental 
space together and had mutual respect for each 
other. 

The Technical University, where just a short 
time before a lot of research for the war had 
been carried out, really boomed during the recon- 
struction period. The number of institutes and 
students grew so rapidly that the alma mater for 
mathematical and technological knowledge became 

one of the most important consumers of real 
estate around the Ernst-Reuter-Platz. By contrast, 
some of the big companies that had settled 
there after the war ran into massive economic 
problems following the first recession in the 
late sixties. And in the sense of urban planning, 
the square was anything but attractive. It was 
an area where architects and builders had commit- 
ted just about every crime that a greedy urban 
player can commit. This included asbestos-infested 
houses as well as total disregard for the effects 
on the climate. Between the buildings, normal 
winds developed into hurricane-like storms so that 
at certain times of the year you had to downright 
fight your way against immense pressure.

In the mid-seventies the media academics and 
their equipment were transferred into the high- 
rise building on which the vertically spelled logo 
of Telefunken was emblazoned in blue neon 
letters, easily legible to the naked eye even from 
afar, say from the top floors of the Europa-Center. 
Now we were at a spatial distance from the 
literature scholars, too. At the same time we had the 
use, along with several other of the humanities, 
of a good library. It had a distinctive focus on the 
history of science and technology and like the 
historians, the Latinists, the Romanicists and the 
philosophers, had also moved into the Telefunken 

building F5.
Although the Technical University now owned 

the high-rise building on Ernst-Reuter-Platz, it 
retained its former name, a reminder of the 
communication group that had been involved in all 
the major media developments of the Nazis, 
from television to tape.—It was already a common- 
place of Knilli’s introductory seminar on media 
history that the civilian radio of the Weimar Republic 
had had its origins, among other places, in the 
trenches of World War I.—The abbreviation TEL 
was soon familiar to everyone at the TU. It is where 
the remainder of the humanists worked together 

with the peculiar Mickey-Mouse academics, 
those who took things that others could only laugh 
or cry about and in all seriousness made them 
into the exclusive objects of their analyses and 
experimental research—the media and their pro- 
duction of signs and affects.

On the fifth floor of the Telefunken building, 
we exchanged our curiosity about the outside 
world with the most exclusive club of the natural 
sciences, the astrophysicists. Every morning, in 
the long hallway that linked our workrooms, they 
spread out their perforated computer printouts, 
meters and meters long and densely covered with 
data from the night before by equipment moni-
toring the macro-world and computers hooked up 
to dot matrix printers. Sometimes we would 
lean over rows of what initially appeared to us as 
cryptic data, learning to read them, at least 
superficially, as descriptive patterns. From such 
close proximity with natural scientists and 
engineers on the one hand, and with historians of 
knowledge and technology who had settled in 
a few floors above the media studies on the other 
hand, there emerged an important subject for 
the development of applied media studies which 
we, after the Anglo-Saxon model, branded as 
media consulting. In a similar way as historians 
had dug into the structure of the natural sciences, 
in order to be able to describe and interpret 
their history, we strived to become the vanguard 
of a new expanded hermeneutics, that would 
include artefacts, technological knowledge systems 
and scientific concepts as their object.

Relatively high above Berlin, where the 
leaders of Telefunken and other companies once 
came together for their meetings, the most 
attractive areas of the simple, functional, extreme-
ly cheap and quickly built high-rise were located. 
On the 20th floor there was a cafeteria and 
the only large assembly room. Here, in the mid- 
seventies, Umberto Eco occasionally gave 
talks about semiology and dazzled us with his 
tremendous skills of speech and articulation. 
There, in the lead-up to its German broadcast in 
the late 1970s, we also held a screening of the 
American miniseries “Holocaust”. That screening 
has embedded itself deep within my memory. 
Through important newspapers of the far right, 
such as the Nationalzeitung, we had summoned 
old and new Nazis to come to the Telefunken 
building, to attend a preview of the series about 
the fate of the Jewish Weiss family in the so- 
called Third Reich and discuss it with us. And 
they came—former SA and SS people as well as 
soldiers and young right-wing activists. The 
discussion was intense. We recorded it illegally—
the participants had forbidden video recordings 
beforehand—and some of the harshest remarks 
were used in our film Responses to “Holocaust” 

in Western Germany (1979), which we then 
took with us to the USA, in order to discuss it in 
universities and with Jewish communities. 
The view from the cafeteria over the Great Star 

 Refugee Republic emerged in 1992, at a time 
when the vast majority of people had not even heard 
about the Internet. It was only 20 years ago, the state 
of global communication dramatically different. Hard 
to re-imagine — I recall telephone charges of $5 for 
a 3 minute international call.

 Soon, however, deregulation of markets and junk-
bonds (themselves a product of deregulation) exploded 
all over and an epic economy, communication and 
transportation revolution was unleashed in America. 
Europe and Asia happily copied and cooperated and 
with little delay generated a second wave. The turbo-
capitalist driven globalization also created a refugee 
wave of unknown proportions and extreme diversity.

 After visiting refugee camps in China and 
Indochina as a self-styled reporter for one of the main 
German daily papers (in itself a proud but perhaps 
equally dubious achievement at that time) I realized 
that I was not writing an in-depth 30 page piece for 
the New Yorker magazine. My report got chopped 
into meaningless reinforcements of stereotypes at the 
expense of the real story. While a headline “Refugees 
Bored to Death in Camps Along the Thai/Cambodian 
Border” would have been closer to reality, it wouldn’t 
have exactly make the papers fly off the shelves. 

 My writing was probably pretty atrocious as 
well... and did not help convey “the story”. At least 
I figured that I had understood something that the 
vast majority of the players in the refugee industry 
(including refugees themselves) had not. And 
something had to be done about that.

 The ambiguous and anonymous format of the 
website that was created to establish the idea of the 
Refugee Republic lead to some unwanted attention 
from copyright lawyers, UN administrators and 
lawyers) and developers. In my first work using 
Photoshop, I corrupted the Rolls-Royce logo — or 
rather — appropriated it. At that time, the RR marque 
was temporarily in the hands of the Volkswagen 
Company before it was forced to transfer the rights 
to BMW (the company that owns it to this day). It 
seems that they quickly figured that dissolution of 
the brand was not exactly against their interests. 
Besides, the joke was on me: When I was able to 
fly the RR flag on the flagpoles surrounding Berlin’s 
famous Ernst-Reuter-Platz (a large roundabout on 
Berlin’s most iconic axis) by special permission from 
the Senate of Berlin, my sense of achievement did not 
last long. The flagpoles are reserved for flags of other 
nations greeting their heads of state when driving 
from the airport to the Brandenburg Gate. But the 
Berliners complained: “What a sell-out — now even 
the government sells their flagpoles for Rolls-Royce 
advertisements.” The flags had to be taken down 
unceremoniously after a few days. So much for the 
power of a good logo and the good intentions of clever 
appropriation.

 Besides, the politically minded art critics of 
the left leaning paper I used to write for thought 
“tasteless” and “disgusting” were the proper words 
for my project in conjunction with the use of the RR 
logo and other stunts.

Maybe I overdid it. At conferences I would show 
up in a suit and tie and talk about the creation of an 
investment vehicle so that far sighted speculators 
could literally pump money into Refugee Industries. 
I started a Refugee Republic Corporation with 20 
million shares (one for each refugee at the time). 
I thought turbo-capitalist tools were at least in 
part to blame for the rapidly expanding worldwide 
refugee crisis of the early 1990s. Therefore, using 
them seemed logical to alleviate the malfunctioning 
politically led refugee administration that would 
keep people literally parked in camps for years with 
nothing to do — and worse — no chance to exercise 
their culture.

 UNHCR — the UN High Commissioner for 
Refugees — one of the better functioning agencies 
of the UN. However, even in 1995, they did not have 
so much as a website. When I built my website for the 
Refugee Republic I included a lot of supporting data 

with “Golden Lizzie”, that refined angel, on 
top of the Victory Column, from which one could 
then still take the final leap into the abyss if 
one were to feel an urge for that, was half-
panoramic. It was a powerful overview that could 
be acquired from up there. Appropriately, it was 
from that perspective that we shot the first 
emission of our own video channel, which Erwin 
Reiss and I named BaF, Besser als Fernsehen 
(Better than TV). One Saturday before the annual 
military parade of the Western Allies, we got 
ourselves locked in illegally along with some fellow 
students, so that we could film the procession 
of heavy tanks and military equipment of the 
Americans, the English and the French with the 
video camera. This apparent attack on our 
university we then incorporated dramaturgically 
into our agitprop video against the new and, 
of course, reactionary Framework Act for Higher 
Education.  

Such activities were understood as belonging 
to a tradition which has remained relatively 
unknown in German media history. It belongs to 
the anonymous history. In the Weimar Republic, 
the worker’s movement had developed a lively 
culture around the new medium of the radio, and 
was even able, with the help of exhibitions and 
its own newspapers, to create an audience for the 
activities of the radio amateurs and program agi- 
tators. One of their formats, which fascinated 
us the most, were the listening-in evenings. The 
clubs and associations of the Workers’ Radio 

Movement (ARB) invited people to public events 
where, with the help of a powerful receiving 
unit, one could listen to and discuss certain pro- 
grams of radio stations like Radio Moscow 
or Radio London. We adapted this idea when, in 
the beginning of the 1980s, we sought to engage 
in the debate around new telematic and digital 
media. We invited pirate broadcasters who were 
being monitored by the police, such as Radio 

Kebab from Kreuzberg, or edited videos in which 
we presented the communication innovations of 
the future, such as on-screen text, the open chan- 
nel for the so-called citizens’ television, the first 
computers that came to use in semiprofessional 
life. These listeners’ and spectators’ evenings were 
also useful for empirical research. It was here 
that we carried out numerous experiments 
with selected social and political groups about their 
expectations and uses of old and new media.

For a short while, in 1994, the New York- 
based artist Ingo Günther, who had studied 
in Düsseldorf with Nam June Paik, succeeded in 
lending heterotopic qualities to the otherwise 
utterly cold Ernst-Reuter-Platz. As part of his pro- 
ject on the proclamation of a Refugee Republic, 
he flew the flag in the middle of the round- 
about with the abbreviation of his imaginary 
republic: for a few days, it was the RR logo of a 
British manufacturer of luxury cars which 
fluttered instead of the European flags which 
normally adorn the square.

and material from the UNHCR. And – I figured that 
since the UNHCR.ORG domain was not registered – I 
should create a gateway to refugee.net, the name that 
I had chosen to host Refugee Republic. After all, my 
site was the first one dedicated to refugee issues. 
Eventually UNHCR took notice and panicked: even 
before I received a toothless cease-and-desist letter 
from Geneva, an article in the Economist took issue 
with what some UN bureaucrat in Geneva thought 
was a scandalous exploitation of weak domain name 
regulation. Before the next issue of the Economist was 
out I had managed to put UNHCR.ORG back into the 
pool of available domains. It took a lot of calling and 
writing, but I got it done. There the domains sat for 
close to a year — unclaimed. Eventually I registered 
it again and set up a dedicated site for it pointing to 
an obscure URL at the UN server that at that time 
was not even called UN.ORG but UNICC.ORG /
Gatekeeper / agencies / temp / refugees.

 In the meantime I got a few calls from some 
people at UNHCR who wanted to hire me to pool 
resources and do their website. I felt much better - but 
respectfully declined. I knew that I would be more 
effective not having to coordinate with a massive 
bureaucracy despite common goals.

Eventually UNHCR established their own site in 
Switzerland (where UNHCR is headquartered) and 
right on the main page you could read “We are not 
Refugee Republic. We do not have any connection 
with Refugee Republic”. Ahh — those lawyers…

 Unintended consequences. And then there was 
this developer from Hawaii. He thought the idea was 
just brilliant. Would I cooperate with him and send 
some 20,000 refugees to a pristine island in the 
middle of the Pacific? He had a document from the 
former King of the Marshall Islands that gave him 
title over the island. He just needed a population. 
Soon, he could be not only owner of an island but 
perhaps head of state. He would not only be able to 
print his own postal stamps but also his own money! 
He thought refugees were true capital or a bargaining 
chip at least. One that he was ready to use. I was 
not, even if I would have had 20,000 refugees at 
hand — which I did not.

I do believe that I sold him a few symbolic shares 
in the Refugee Republic Corporation though which 
expired a year later. It had been wildly entertaining 
to visit that elderly American cowboy in Waikiki. 

 After presenting RR in Japan I also learned 
that a significant amount of Japanese actually think 
of themselves as a special type of individual re- 
fugee — somehow exiled inside their own country. 

 After 20 years, the website and the project itself 
has almost made itself unnecessary. I am glad that I 
could funnel all offers for donations and investments 
to organizations such as US Committee on Refugees 
(now USCRI) and other NGOs — including UNHCR. 
And, even better, one of the core ideas — to offer 
communication to refugees just as much as food and 
shelter — has been absorbed into the standard manual. 
Examples include the dedicated radio stations that 
Internews has set up for refugee camps in Darfur 
and elsewhere.

 As one of the first projects of this type and scope 
it was rife with plenty of novel ideas and perspectives. 
As such, it has been copied and replicated and stolen 
by many in the art world — and even better — the 
real world. For that, I am thankful. And, of course,as I 
hoped, for the project to be successful, a real Refugee 
Republic would not emerge. 

Tokyo, 2012.

SIEGFRIED ZIELINSKI 

TEL

also pushed the envelope as far as general definitions 
of music are concerned. And let’s not forget the 
Festival of Ingenious Dilettantes in West Berlin 
in 1981. That was just as transgressive. Considered 
from a musical, performance and artistic point 
of view it was a primal soup of experimentation. 
Even the Loveparade, which started in 1989, 
had its roots there with Westbam and Dr. Motte. 

To what extent were the Ingenious Dilet-
tantes also queer and political?
The music was queer like the people who 

made it. And in spite of that, misunderstandings 
abounded: Tabea Blumenschein, who had rela- 
tionships with women, once described it like this 
in an interview: “I constantly have to explain to 
the women in Blocksberg J8 [ a lesbian bar, where 
Risiko was later founded—Editor’s note] that 
I don’t use make-up and make myself pretty for 
men but for myself and other women. I don’t 
make myself ugly in order to displease men, like 
the feminist Alice Schwarzer does. I make myself 
pretty for women!” With this attitude she was 
at that time an absolute rarity. In her time, roles 
and genders were intensively questioned and 
classifications were confounded. If someone ques- 
tioned established gender classifications with 
their role-playing he or she didn’t have to be gay, 
lesbian, heterosexual or something else—David 
Bowie is an example of this openness. 

That’s right! (Laughter) So it was the 
crossing of boundaries as a political and 
artistic statement? 
Rather upsetting the boundaries, questioning 

them, setting them vibrating. The end of the 70s, 
beginning of the 80s, was open to a lot of things in 
this regard; we still didn’t know what was possi- 
ble, what it would all mean in the future. The works 
that became important later were often made 
with the simplest methods and materials. They 
weren’t appreciated until much later. 

Would you say that there’s any description 
or definition that fits the artistic attitude of 

the punk scene in the eighties as a whole? 
Particularly regarding Ingenious 
Dilettantism? I’m thinking of the great 
predecessors of punk like François Villon, 
Valeska Gert, Anita Berber and Nico.
Well, there are very different ideas about what 

punk is. If you ask me then humour, meta-irony, 
plays a role. That’s something that’s often obscured 
in retrospect. Instead it’s the macho gestures 
of some individuals that are made to stand in for 
all of “punk”. I would say that Valeska Gert 
definitely seems to have been an artist who as 
early as the mid-seventies was a role model to very 
different artists from the Ingenious Dilettantes 
scene—Gudrun Gut, Wieland Speck, Yana Yo, 
Frieder Butzmann, Ogar Grafe, or even myself. She 
was our pre-punk, you could say, carrying out 
radical musical, artistic and performative projects 
without concern for commercial viability as 
early as the 1920s. It was not so much a matter 
of destruction as a special kind of realism; a 
deconstruction that makes it possible to see things 
in a new way and creates a new form.

Which role do illustrious women play for the 
punk avant-garde and for yourself? Like 
for instance some of the above-mentioned, 
partially forgotten women artists, but also 
the big divas such as Marlene Dietrich, 
as well as wonderfully independent beings 
like Tabea Blumenschein or Zazie de Paris.
Particularly in the early 1980s women artists 

and queer personalities like Zazie de Paris played 
a much larger role than they have been credit- 
ed with in later historical accounts. There they’re 
often relegated to the realms of the exotic. 
Thus for example the legendary Eisengrau-Laden 
H8 was set up in in West Berlin, a centre for 
music, audio cassettes and fashion on the initiative 
of Gudrun Gut and Bettina Köster. Anne Wilke 
founded the punk club Shizzo G-H 10, the famous 
Risiko J8 was co-founded by Stefanie Malknecht, 
and Monika Döring organized concerts at the 

Loft H 7. So a lot of subcultural shops, nightclubs, 
venues and projects emerged thanks to women 
who took the initiative. Unlike the men who 
discovered those venues a couple of years later, 
like for example Nick Cave, who came to 
Risiko in 1982, they are now referred to either 
seldom or not at all.

I would like to return briefly to my question 
of the foundational female personalities 
of punk. Why are Valeska Gert and Nico so 
important to you?
Both are great, multi-faceted artists who go 

on the offensive and bring the contradictions 
that each person carries within herself out into 
the open. And Valeska remained young well 
into old age—no wonder that she got fan mail 
from the first German punks in 1977, when 
she was 87 years old!

It’s similar with Nico’s uncompromising 
attitude. In this society, men and women are not 
granted the same liberties, they’re not treated 
equally. Especially not as they grow older. 
But both these women artists ignored that in their 
work while at the same time being aware of 
the different standards. They both cared and did 
not care. You can see it in their art and music: 
Valeska had a distinctive, expressive face and a 
figure that was too powerful for a dancer; she didn’t 

fit with the standard of classic feminine beauty 
of her era. But she didn’t care! And Nico seemed not 
to care, in a certain way, about her seductive 
beauty. I also particularly liked the realism that Nico 
embodied. In 1980, for example, she had to 
sing Frank Sinatra’s “New York, New York” and 
you can tell right away that she didn’t want to. 
Her deep, beautiful voice sings in a concentrated 
way, meanwhile her face expresses something 
close to revulsion; as if she wants to say: “what a 
mess, what a piece of crap, what a daft song.” 
At least that’s what it looks like in the film 
No Wave—Underground ’80 Berlin–New York by 
Christoph Dreher, about the Berlin–New York 
axis. A brilliant rendition!

I’m incredibly impressed by the determi-
nation of both of these women. Maybe I couldn’t 
or wouldn’t want to be so resolute myself at 
all. Who knows? The typical male poses of 
conquest, by contrast, are very boring. This kind 
of “going beyond the limits”, the colonial con- 
quest—how dreary. This laborious deliberateness, 
so often accompanied by the pathos of macho 
posturing. Maybe it’s just an effect of constipation? 
In any case, Valeska Gert and Nico crossed 
boundaries as a necessary result of their ideas. 
That’s much more interesting. 

There once was this musical fellow 

Whose favorite colour was yellow 

He could play a sonata

While he ate a tomato

And this fellow he really could bellow

  Emmett Williams (2003)

Frau Block, what was it that prompted you 
to open a shop and gallery for scores and 
artist records in Berlin in December 1981?
Together with the Akademie der Künste H4, 

the Berliner Festspiele had organized an exhibition 
called “For Eyes and Ears”. It showed what was 
happening on the fringes of the official concert and 
art worlds, where composers and visual artists 
were crossing boundaries, exploring each other’s 
media, and arriving at interesting results. I 
supervised the sound archive, containing materials 
that had been collected during the preparation 
for the exhibition – mostly records released in 
short runs by small publishers, galleries or private 
presses. Talking to visitors to the exhibition 
I quickly realized that there was a lot of interest 
in this hard-to-come-by material. And so I de- 
veloped a plan to fill the gap.

With the address in Schaperstraße you took 
up a familiar location in Berlin.
I had the good fortune to take over rooms in 

the Block Gallery G7 and hence to be able to 
carry on a tradition. Earlier on a lot of artistic ac- 
tivity had taken place there, what Dick Higgins 
had called “intermedia”. Besides Fluxus there had 
been a series of so-called acoustic rooms in the 
1970s, with Nam June Paik, Wolf Vostell, Mauricio 
Kagel and others.

It might have been in keeping with the times 
if you had called your gallery Intermedia, 
but you didn’t, you called it gelbe MUSIK 

I remember many further exhibitions 
with “visible music” by composers or 
acoustic works by visual artists.
Yes, by John Cage, Hanne Darboven, Claus 

Böhmler, Earle Brown, Ivan Wyschnegradsky, 
Dieter Schnebel, Gerhard Rühm, La Monte Young, 
Die Tödliche Doris, Christian Marclay, Luigi 
Nono, to name just a few.

The centrepiece of the gallery was, 
however, —  this I also remember — a 
monolithic object in the centre of the room 
with a profusion of drawers for hundreds of 
records, a sort of rummaging-table…
The media offerings encompassed all available 

recordings of meta-music, minimalism, pho- 
netic poetry, early avant-garde, electronic music, 
sound art, conceptual art, in other words 
artist’s recordings, products from the border-zone 
between sound and image.

gelbe MUSIK became a meeting-place and 
an info-exchange for musicians, dancers, 
organizers and journalists. It was above 
all a place of exchange and less a place of 
trade, as Fiona McGovern once put it. 
An important first step towards a wider 
public was the gallery’s presence at 
documenta 8 in Kassel. Next to Beuys you 
were probably the only person who was 
there for the 100 days and spoke with visitors.
For me it was an important time in that I 

was able to make contact with an international 
circle of interested people. The business couldn’t 
survive from the Berlin public alone. International 
operations became important. At that time we 
were regularly ordering inventory catalogues and 
commenting on new releases.

Early 1994: several dozen artists and theorists 
assemble at the Zeiss Planetarium N1 at Prenzlauer 
Allee 80. At the Data Dandy Congress representatives 
of Botschaft e. V. K5, the agency BILWET, the minimal 
club, and many others discuss media and techno-
culture.

Off to the side stands a computer with monitor 
and keyboard, connected to the internet. It has been 
installed by members of the club Lux Logis (Barbara 
Aselmeier, Joachim Blank, Armin Haase and Karl 
Heinz Jeron). The communication project that the 
terminal is running, Handshake (1993-94), represents 
possibly the first work in a genre that will later come 
to be known as internet art, net.art, a term that begins 
to crystallize in the second half of the 1990s — in 
Berlin not least of all — and comes to stand for art 
that makes use of the internet and its techno-cultural 
materials. Meanwhile hardly anyone among those 
hotly discussing media theory in the planetarium 
hall has in mind practical connections with electronic 
arts beyond animation, video and techno-visuals. The 
World Wide Web has just acquired its first image-
capable browser. As far as art is concerned it remains 
terra incognita. The “Summer of the Internet” is still 
(relatively) far off.

Some months later, in November 1994, Eva 
Grubinger unsettles visitors to the gallery Eigen+Art 

office of Internationale Stadt M6, an organization that 
emerges from Handshake and Clubnetz in 1995 and 
looks to Amsterdam for its inspiration, is located in the 
former West Berlin (in Kreuzberg at Prinzessinenstr. 
19/20).

There is no reason to see a homogeneity in 
the internet art taking place in 1990s Berlin. There 
certainly did not exist a scene meeting at fixed 
locales. But if one nevertheless wants to mention 
venues then it becomes impossible to omit servers 
and mailing-lists. Internationale Stadt is a node in 
the web that under its heading “art” includes, for 
instance, a web version of Daniela Alina Plewes’ 
association-generating interface Muser’s Service 
(1994). Internationale Stadt guarantees a relative 
stability in the perception of internet art. On the other 
hand, the mailing list Nettime, established in 1995 by 
Pit Schultz and Geert Lovink (Amsterdam), ensures 
the necessary instability for discussions around the 
label net.art.4

Beginning in 1996 the art market in Berlin 
starts to take on a new shape: just as the Hamburger 

Bahnhof J3 is being opened as a “museum for the 
present” the European art forum Berlin takes place 
in November — a counterweight to Art Cologne. 
A predictable media-art sidekick to this is the 
exhibition files — Art as Position in the Age of Global 
Technologies, curated by Oliver Schwarz. Making 
use of the building of the gabber club Bunker K4 at 
Albrechtstraße 24-25, which today houses the Boros 

Collection, it shows works of internet art brought 
together by Pit Schulz (Representing the real net 

art5). Despite attempts like this to bring internet art 
and the market closer together it is a period when 
internet art remains at both a spatial and a categorical 
remove from commerce: again in November 1996, 
but this time no longer in the neighbourhood of 
the art market, Florian Clauß and Micz Flor show 
CyberTattoo in the apartment-gallery luxus cont. L2 
at Arkonaplatz. The work consists of a tattoo machine 
connected to the internet capable of tattooing designs 
loaded from the project website (for example the 
logo of the Netscape browser). At the end of the 
decade initiatives like the artists’ collective shift K3 
run by Martin Berghammer and Milo Frielinghaus at 
Friedrichstraße 122/123 from 1997 to 2001 or the 
Mikro –Verein zur Förderung von Medienkulturen 

e. V. N8 (Micro–society for the promotion of media 

cultures, 1998–2001)6 begin to provide internet 
culture with a semi-institutional framework.7 A 
special, audible case of internet art, NetAudio (and 
experimental internet radio8), begins to flourish in 
Berlin thanks to the activities of, among others, Radio 

Internationale Stadt (later ORANG) — a survival of the 
Internationale Stadt Berlin, closed on April 1st, 1998. 
In the course of the same year the media arts lab N6 
of the artist colony Bethanien (still at Mariannenplatz) 
offers space for off-line discussion with grants, talks 
and exhibitions of computer and internet art. A series 
of talks there culminates in a symposium conceived 
by Vali Djordjevic and Gerrit Gohlke. From October 
30th to November 1st participants from Moscow, 
Amsterdam, London, New York and Berlin come 
together for discussions under the title, Internet, Art, 

and the Public — Distribution Strategies for Internet 

Art. If the basement club DaimlerChrysler L3, run ca. 
1999 by Sebastian Lütgert and others at Torstraße 
161, tends to stick in our memories, then it’s partly 
owing to its conceptual proximity to Rolux. From 
1998 onwards Lütgert operates this website and 
mailing list in the activist spirit of internet art. In 1999 
Berlin becomes familiar with the slogan “Partners 
for Berlin”; at Rolux this becomes “Partners against 
Berlin”. Friendly handshakes as in 1994 are a thing 
of the past.

Early 2000: until now, Berlin was a place 
somewhere out there between Linz, Amsterdam, 
Cologne, New York and Moscow — on nettime. Now 
it has generated its own net.art canon,9 supplied 
national and international exhibitions,10 and in- 
stalled an “independent German-speaking mailing 
list for media and internet culture”.11 Berlin has 
been mapped. Not only does Berlin have ISDN lines, 
everyone now has shares in Deutsche Telecom too. 
And technology values are the new internet art.

L3 at Auguststraße 26 with an installation consisting 
of a terminal connected to the internet. Computer 

Aided Curating, C@C, represents the first attempt to 
integrate web-based art into the commercial gallery 
system. C@C is a link-based interface, designed by 
Grubinger and the programmer Thomax Kaulmann, by 
means of which artists can curate artists. Projects like 
Christine Meierhof’s Auftragsdiebstahl or Pit Schultz’s 
metaphorical <PLUG> Orgasmotron 0.1 Alpha are 
presented.1 But the idea of exhibiting internet art 
is hardly taken seriously by commercial galleries. 
Berlin gallerists see the internet as a superfluous, 
specialist medium, good for acquiring neither money 
nor customers.

In 1994 the internet is not something that 
happens at home. Telephone lines in Berlin’s 
most coveted districts (Mitte, Prenzlauer Berg, 
Friedrichshain) — except where one has been 
tapped — are either entirely absent or else unsuitable 
for data-transfer. Perhaps it is this special quality of 
the city that explains the fact that when, shortly after 
Handshake, the IRC project Clubnetz is initiated 
and installed at East Berlin locations like Friseur K5 
at Kronenstr. 3 and Elektro K5 at Mauerstr. 15, it 
connects sub-public temporary autonomous zones2 
rather than living rooms or academic institutes.3 The 
same special character is also the reason why the 

Barred exits, situated in the middle of the tram 
platform. Barricaded doors. Badly constructed, 
almost crumbled steps. Chained iron gates. Dark 
backyard corridors. Boarded up fence doors. 
Taped and bricked up windows. No clue, no 
decipherable signifier to suggest what is behind 
them. Opaquely embedded in the structure of 
the cityscape, inconspicuous doors light the 
way for a small number of insiders entering the 
Berlin nightclubs of the post-reunification 
period. Those temporary places with such diverse 
names as Kunst + Technik L4, berlintokyo L3-4, 
Snipers L4, Friseur K5, Panasonic K3, Freitagsbar 

M3, Suicide Club M4, Hohe Tatra L3 or WMF 

K-L-M4, exemplify paradigmatically the utopian 
appropriation of urban space in the anarchic, 
energetically fluid period of reunification after 
1989. 

The fall of the Berlin Wall changed global 
constellations of space and power in an abrupt and 
radical manner. A bipolar world marked by 
clear-cut boundaries and distinct ideological codes 
lost its lynchpin. Rigid structures became fluid 
again and had to be redefined; new potential 
spaces emerged. Berlin — the erstwhile front-line 
city, covered in barbed wire, checkpoints and 
concrete walls — was suddenly no longer on the 
periphery between East and West, but instead 
found itself morphed into the geo-strategic centre 
of Central Europe. What occurred was not only a 
political upheaval, but also a “spatial revolution 
that left no aspect of life untouched.”1

The global collapse of power was transmuted 
into an ongoing process of the transcendence of 
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borders, the physical space becoming a stage for 
social reorganization. “Freed and no longer 
anchored in old power relations, everything was 
reordered, moribund coalitions dissolved, 
new ones were formed.”2

While everyone everywhere gushingly cele- 
brated the fall of the Berlin Wall and politicians 
hurriedly prepared for reunification, the physical 
appropriation of the newly accessible Berlin got 
underway. In the city’s west space had been scarce 
for a long time and therefore had been managed 
with the restrictive gestures typical of institutional 
authority. In the east on the other hand, the state 
order imploded releasing the largely vacant districts 
around Friedrichstraße, Torstraße, Rosenthaler 
Straße and Oranienburger Straße to become labo- 
ratories for electronic music, hedonistic 
intoxication and experimental artistic practices. 

Techno was practised here as a subculture 
and most of all as a lifestyle,3 not just as a musical 
genre. In the urban fabric of Berlin it found a 
topographical field for experimentation; gradually 
there evolved the foundation on which the 
subcultural appeal of Berlin rests to this day. The 
new machine music would become a location 
factor – a downright economic one – of the (soon 
to be) capital, but for the time being it could 
be tested out in the most exciting venues, such as 
bunkers, warehouses, factories or many others: 
“Suddenly there were all these spaces to discover 
[...], at all the places that recent history had 
discarded a new kind of music was suddenly being 
danced to and reinvented on an almost weekly 
basis.”4 In addition to the legendary, albeit 
spatially fixed clubs like Tresor N5, Walfisch N5, 
E-Werk K6 and Planet N5, one can observe here a 
subcultural practice that was defined by the brief 
appropriation of urban space and that realized 
itself in opaque, counter-public structures. Some 
places were only used for a single night of 
partying, some temporarily for a few days, weeks 
or months. Thus, an audaciously composed, 

clandestine network of bars, cafés, galleries and 
clubs arose in Mitte. The physical skeleton of 
the city was transformed into temporary topo- 
graphical worksites of imaginary, utopian spaces, 
on which the new machine music was based.5

It was not merely in order to mislead the 
authorities that this fluid, pulsing network of clubs 
(and bars, galleries and cafés) remained visible 
and accessible only to the initiated. Constantly 
changing addresses were passed on by word 
of mouth, flyers, mailing lists or even answering 
machines. These restrictive approaches to the 
transmission of information were intended to 
publicize the club while at the same time hiding 
it.6 In a quasi-dialectical interplay between 
revelation and concealment, between discovery 
and disguise, the restrictive informational practices 
(pre-)selected visitors too. As an effective topos 
of social distinction, the club can thus be regarded 
via the parameters of information asymmetries, 
possibly even as their consequence: “When a club 
becomes well known, its power of social distinc-
tion starts to diminish. This is in keeping with 
the law of information theory that the less likely 
something is to occur as an event, the more 

informative it is. The net of information around a 
club is always two-sided: there’s a crowd that 
knows where “people” go, and another crowd that 
wants to know it”7, writes Stefan Heidenreich, 
thus identifying the sensitive communication 
mechanisms that underlie the mythologization of 
the Berlin club landscape. 

This covert existence is what ultimately de- 
termines the ephemeral character of Berlin’s 
clubs during and after the German reunification; 
it is precisely the phenomenology of ephemerality 
that constitutes them, topologically speaking, 
as Elsewheres. The clubs were places that were 
characterized by fluidity, agility and flexibility 
rather than physical and stationary permanence. 
Exactly this allowed them to spread within 
the lose rhizomatic structure the Berlin of the post- 
reunification period. They could vanish without 
notice and, given their already provisional nature, 
evaporate into non-existence in the blink of eye. 
But of course this was only an intermission: 
suddenly they would resurface to celebrate their 
existence at an even “hotter location”.8 In this 
way, the locational character of the club is founded 
precisely on the temporary nature of topological 
autonomy,9 on its permeability and its event- 
ful character, rather than on a stable geographic 
location. In his famous radio lecture on France 
Culture in 1966, Michel Foucault provided a con- 
ceptual framework for reading these specific 
topoi in the context of a social dispositive. Those 
places that provide space for imaginary utopias, 
and in their structural nature are diametrically 
opposed to the everyday institutions of instrumen-
tal reason — residential buildings, workplaces, 
transit zones etc. — he calls heterotopias. They 
manifest as existing, physical places that realize 
utopian ideals and alternative realities and in many 
ways fracture the conventions of everyday life 
outside the normalized and disciplined space of 
society. Thus, they are “special spaces, within 
some social spaces, that have another function 

than all other spaces and sometimes even complete- 
ly opposite functions.”10 By being inscribed in 
the physical, urban structure they create space for 
the improbable and impossible.

Berlin’s clubs of the ’90s and ’00s were just 
such heterotopian places. It is true that the 
capitalist logic of valorization recuperated techno 
for its own purposes and the municipal author-
ities gradually developed the capacities required to 
domesticate the temporary autonomous zones in 
the middle of Berlin. But in their time they 
represented counter-spaces to the systems of eco- 
nomic, social and political order. For a while 
the fragile, fluid, and open condition of Berlin in 
the immediate post-reunification era provided 
ideal conditions for their flourishing. Hence the 
Berlin clubs of the period of the mid-’90s and 
the ’00s should not therefore be treated as 
merely hedonistic sites of reception, but rather 
as eventful, influential and effective sites of 
production. Their ephemeral and utopian qualities 
place them as a highly relevant plateau within 
the nervous dynamics of media thinking and acting 
in Berlin. 
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Refugee Republic at 
20. Looking back.

Shortly before the magazine SoundS ceased publication, 
the cover of its last issue in January 1983 was graced 
with a photo of Jeffrey Lee Pierce, the singer and guitarist 
of the US band Gun Club; Harald inHülsen wrote a two 
page cover story on him. 

One could read that Pierce was the president of the 
Blondie fan club in Los Angeles and that that connection 
had resulted in the collaboration on the second LP, 
Miami, produced in 1982 by Blondie guitarist Chris 
Stein. The first LP was called Fire of Love; songs such as 
“Sex Beat”, “Preaching The Blues”, “She’s Like Heroin 
To Me” and “Jack On Fire” displayed a wild, stunning, 
never-before-heard combination of rock, blues, punk 
rock, rockabilly, country, swamp, soul and traditional 
American music. 

Most of the tracks were by Jeffrey Lee Pierce; one 
song was written with the help of guitarist Kid Congo 
Powers and two more, heavily revised by Pierce, were 
penned by Robert Johnson and Tommy Johnson. Later 
came the live album Danse Kalinda Boom, the EP Death 
Party and The Las Vegas Story from 1984.

On 14 May 1985 Jeffrey Lee Pierce was billed under 
his own name for a concert at the Loft H7, in the former 
Metropol theatre and cinema at Nollendorfplatz. His 
first solo album, entitled Wildweed, had been released 
shortly before. Unlike the Gun Club albums it gave a more 
moderate impression while at the same time broadening 
the musical spectrum. His Japanese girlfriend Romi Mori 
played guitar on the album. The very first song, “Love 
and Desperation”, opens with a saxophone. “Sex Killer” 
refers to the first album with its “Sex Beat”, songs like 

Among the obituaries following the demise of American 
neurologist and author Oliver Sacks at the end of August 
2015, there was a contribution by the Deutschlandfunk 
radio station recalling the story of how at the invitation 
of drummer Mickey Hart, Sacks had once attended 
a Grateful Dead concert. Sacks, who until then had 
described himself as a fan of Bach and Mozart, had 
gotten a seat at the back of the stage in Madison Square 
Garden from where he could let the rhythm and beat 
work on him. “Friends started dancing, everyone was 
moving with the music” – that’s how Sacks himself 
describes the evening of the 14th of September 1991, 
when he became a Deadhead. Oliver Sacks’ account 
of this musical event can still be found on the Internet, 
with the title “The Grateful Dead & The Power of Music”.

I had become aware of the Grateful Dead in the mid-
’60s when some of their songs, including the ten-minute 
Viola Lee Blues from their first LP, had been played on the 
program Musik für junge Leute [Music for young people], 
created by Klaus Wellershaus on NDR 2. At that time pop 
music had an exotic charm when played on the radio. 
There were hardly any programs back then that focused 
on pop music. With Klaus Wellershaus, pop music got a 
program as a matter of course.

At first, the Grateful Dead’s music was a blend 
of rock and blues, R&B, bluegrass, blues, country and 
folk. If you listen to the guitar solos on the recording “I 
Know You Rider”, from the live album Vintage Dead, and 
“Sittin’ On Top of the World”, one of the songs from the 
band’s first studio album, it becomes clear how deeply 
Jerry Garcia’s guitar playing is informed by bluegrass 
music and banjo playing. Influences from electronic 
and experimental music, especially composers like 
Luciano Berio and Karlheinz Stockhausen, dominate 
the albums Anthem of the Sun (1968) and Aoxomoxoa 
(1969). In the latter half of the ’60s, the Grateful Dead 
held numerous free concerts; they signed record deals 
with MGM and Warner Brothers. The Grateful Dead were 
financed by the LSD chemist Owsley Stanley, who went 
by the name “Bear”. At that time, the Grateful Dead were 
as well known for their largely improvised music as for 

their great sound system, which was called the Wall of 
Sound. Their concerts could go on for over four hours. 
Their appearances at the Monterey and Woodstock 
festivals are legendary. The Grateful Dead and their 
music embodied the sense of life of the American 
youth, especially that of their enthused supporters, the 
Deadheads, who followed the band to all their concerts.

In their live appearances they often played with 
guest musicians, including Bob Dylan, Tom Petty, 
Suzanne Vega, Branford Marsalis and Pete Townshend. 
Jerry Garcia recorded albums with other bands, for 
example with Jefferson Airplane, Crosby, Stills, Nash 
& Young and the New Riders of the Purple Sage. He 
played on several jazz rock albums with the keyboardist 
Merl Saunders and made a guest appearance on the LP 
Virgin Beauty by the jazz musician Ornette Coleman in 
1988. Garcia continued playing bluegrass and country 
with a group called Old and in the Way. 

The Grateful Dead came to Europe for the first 
time in the summer of 1972. Nine years later, on 28 
March 1981 and also as a part of a European tour, they 
played the Rockpalast. On the 19th of October, 1990, 
I saw them in person for the first time. They played in 
the Internationales Congress Centrum C6-7 in Berlin 
which, being 320 meters long, 80 meters wide and 40 
meters tall, is one of the largest conference buildings 
in the world. Before that, they had already played the 
Wembley Arena in London, on which Melody Maker 
published a very detailed and exciting piece by Steve 
Sutherland, dwelling on individual songs like Stella Blue, 
All Along The Watchtower, Scarlet Begonias, Good Lovin’, 
Truckin’, Friend Of The Devil, Cold Rain And Snow and 
the whole hour-long “Playing in the Band”. In Germany 
this was limited to lukewarm coverage in the Frankfurter 
Rundschau of the 24th of October, 1990, with the title Der 
müde Tod [Weary Death]; die tageszeitung from Berlin 
mainly described the “flower children on the ICC’s Persian 
rugs” and hardly discussed the concert at all. Then, on 
the 24th of October, 1990, the Grateful Dead played in the 
Asterdorfer Sporthalle in Hamburg. Now that was a party.

“Cleopatra Dreams On” to the legendary queen of Egypt.
I went alone to the Jeffrey Lee Pierce gig and took 

the Wildweed album cover with me. At quarter past 
eight twenty people were there, at most; by the time the 
concert began there were at least 150, many black-clad 
women among them. I ran up the steps to the Loft’s 
upper rooms before anyone else did, knocked on the 
door of the backstage room and asked, after a roadie had 
opened the door, if I could get an autograph from Jeffrey 
Lee Pierce. After a few minutes, during which my heart 
beat faster, the roadie came back with the album cover, 
signed and with a drawing on it, and said: “... talk to him 
after the show.” But that seemed to me too insistent, 
annoying or whatever. I simply lacked the nerve. 

Almost half a year later, on 19 October 1985, I went 
with some friends to a Jeffrey Lee Pierce concert at the 
Pumpwerk in Wilhelmshaven. The Japanese guitarist 
Romi Mori was again part of the band, which delivered 
its best performance since May 1984. After the show I 
plucked up courage, walked into the backstage room, 
spoke with Jeffrey Lee Pierce and thanked him for the 
autograph he had given me in Berlin. When I told him I 
had come from Berlin to hear his Wilhelmshaven concert, 
he said: “Oh, that’s a long way, I know”, stood up and 
shook my hand. Then he told it to his Japanese girlfriend. 
Eleven years later, on 31 March 1996, Jeffrey Lee Pierce 
succumbed to a stroke. He was only 37 years old. In an 
interview, printed in the tageszeitung on 30 April 1993, 
he spoke about the musician Will Shatter from Flipper, 
a band from San Francisco: “They made “Sex Bomb”, 
the best song ever written on the West Coast. He was 
a good friend of mine. He’s dead now, of course. That’s 
going to happen to us all.”
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1  Wolfgang Müller, Subkultur Westberlin 1979–1989. 

Freizeit (Hamburg, 2013).

ANETA PANEK

Crossing frontiers: Paris-Berlin-Warschau,
Nico-Valeska-Marlene

1  Several months after C@C Grubinger presents her follow- 

up work Netzbikini at the Berliner Kunstverein K3 in 

Chausseestraße (1995). The work allows users to produce a 

personalized bikini pattern via the internet. In the same 

venue Blank and Jeron will later show their work Scanner ++, 

which they describe as “internet sculpture” (summer 1998).

2  In June 1994 Hakim Bey’s book T.A.Z. – The Temporary 

Autonomous Zone (1991) is published for the first time in 

German by the Berlin publisher Edition ID-Archiv K8. 

The influence of this publication on the self-understanding 

of parts of the Berlin club, internet, and techno cultures 

in the mid-1990s would reward further study.

3  In the case of Clubnetz the beginning of Berlin net.art in 

1994 coincides with the beginning of the end of the 

post-1989 Berlin sub-culture. The telephone line tapped 

for the project becomes the occasion for police to 

shut down Elektro K5, one of the most interesting Berlin 

venues of the period.

4  It should not be forgotten that the New York project 

Rhizome is initiated in 1996 as a mailing list by Mark Tribe, 

a web-designer and artist living in Berlin.

5  The slogan is in English.

6  The monthly “micro-lounges” initially take place at the 

“fourth” WMF K4 at Johannisstr. 20, later in the “fifth” WMF 

L4 at Ziegelstr. 20.

7  Along with, among others, VideoFest / Transmedia 

Festival / Transmediale at Podewil M4.

8 From the 6th to the 10th of June, 1998, mikro e. V. and 

convex tv. organize the net.radio days 98, the first 

international meeting of experimental internet radio 

projects. The venues, among others, are HalfLoop K3 and 

test bed K3 at Schlegelstr. 26/27, WMF K4 (Johannisstr.), 

Humboldt Universität Berlin L4, UniRadio Berlin- 

Brandenburg (Studio Dahlem), Mediacube L4 (Hackesche 

Höfe) and Jazz-Club L3 (Schröderstr.).

9 Tilman Baumgärtel, [net.art]. Materialien zur Netzkunst 

(1999) Nürnberg, Verlag für moderne Kunst.

10 net_condition (ZKM, 1999/2000) and Update 2.0 

(ZKM / Goethe Institutes worldwide, 2000–2004).

11 Rohrpost (established February 2000).

ICC — October 19th, 1990:
GRATEFUL DEAD

Loft—May 14th, 1985:
JEFFREY LEE PIERCE
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and up until the 1983 concert I gradually bought all the 
Bowie records from Space Oddity to Baal.

At the sold-out Waldbühne show on the 20th of 
June 1983 � 22,000 fans were gathered there � David 
Bowie’s band, comprised of musicians such as Carlos 
Alomar and Earl Slick along with others who had 
also been on his most recent albums, played for two 
hours. Bowie opened with “Heroes”, that secret Berlin 
anthem from the time when he lived on Hauptstraße 
in Schöneberg; then followed songs such as “Space 
Oddity”, “Life On Mars”, “Cracked Actor”, “Rebel 
Rebel”, “Station To Station”, “Stay” and – as an encore 
– “Modern Love”. During the concert, which began in 
broad daylight, it grew increasingly dark; night fell over 
the city and a magical, bright crescent rose over the 
Waldbühne. Serious moonlight. 

In the summer of 1983, David Bowie came and 
gave a concert in the Waldbühne C4 in Berlin as part 
of his “Serious Moonlight” tour, which took him through 
a total of fifteen countries. The Waldbühne, built in 
1936 as part of the construction work for the Olympic 
games and modelled on the ideal type of ancient 
Greek theatres, had acquired a dubious reputation as a 
concert venue ever since the legendary Rolling Stones 
concert in 1965, which lasted about twenty minutes, 
left a big part of the facilities in ruins and turned the 
Waldbühne into a battlefield. In 1981, the businessman 
and concert promoter Peter Schwenkow acquired the 
rights of use for concerts at the Waldbühne.

I became aware of David Bowie’s music much 
too late; I had been unable to warm to his Space 
Oddity and the music I was listening to at the time 
was completely different and had no connection to 
that which David Bowie represented.  

In 1977, my mother was a member of a book 
club that at certain intervals offered its members the 
opportunity to buy a book or a record in the club’s 
own shops on favourable terms. The nearest record 
store was in Oldenburg, more than 60 kilometres 
away, and I travelled there on behalf of my mother. I 
couldn’t find anything among the books that aroused 
my interest. And the only record that came into 
consideration as a possible purchase was an LP by 
David Bowie, bearing the title Aladdin Sane. I took 
that one. 

What was most surprising about the album was 
not so much the outstanding guitar playing of Mick 
Ronson, but what the pianist Mike Garson conjured 
up with the keys, especially on the rather simple title 
track “Aladdin Sane (1913-1938-197?)”, its middle part 
consisting of a great improvisation into which Garson 
wove a quotation from the song “On Broadway”. 
Thus, Aladdin Sane was the prelude and the invitation 
to an intensive confrontation with the music of David 
Bowie. That same year saw the release of the album 
“Heroes”, recorded in Hansa Studio J6 “by the wall” 

Waldbühne, June 20th, 1983:
DAVID BOWIE

MARTIN GLASER speaks with URSULA BLOCK

His Master’s Noise

1 Karl Schlögel, Im Raume lesen wir die Zeit. 

Über Zivilisationsgeschichte und Geopolitik [2003] 

(Frankfurt, 2011), p. 25.

2 Schlögel, Im Raume lesen wir die Zeit, p. 27-28.

3 This subject is in this publication further thematized in  

the text Temporary Autonomous Technology Values by 

Martin Conrads, which deals with places of net art in Berlin.

4 Felix Denk, Sven von Thülen, Der Klang der Familie. 

Berlin, Techno und die Wende [2012] (Berlin, 2014), p. 9. 

5 Equality, independently of origin or religion, is a central 

element of electronic club music, as can be seen from 

the early history of house and techno, largely shaped by the 

structurally disadvantaged and marginalized African-

American minority. The lyrics to the house anthem Can You 

Feel It by Fingers Inc. (1989) are a case in point: “You may 

be black, you may be white, you may be Jew or gentile. It 

don’t (sic!) make a difference in our house and this is fresh.”

6 Stefan Heidenreich, Die Berliner Clubs, in: Klub 2000, ed. 

Nina Fischer, Maroan el Sani (Berlin, 1998).

7 Stefan Heidenreich, Die Berliner Clubs, in: Klub 2000, 

ed. Nina Fischer, Maroan el Sani (Berlin, 1998).

8 In order to break open Marc Augé’s schematic opposition 

between “place” and “non-place”, the historian Karl 

Schlögel proposes the antagonistic conceptual pair of “hot 

place” and “cold place” (Im Raume lesen wir die Zeit. 

München, Wien, 2003). While the former only exists in the 

present and is characterized by disorder, friction and 

overlapping, the latter refers to the space of administrations, 

institutions and authorites, i.e. where things are sorted and 

organized. 

9 For a more detailed discussion see Hakim Bey, T.A.Z.  

The Temporary Autonomous Zone, Ontological Anarchy, 

Poetic Terrorism (New York, 1985). 

10 Michel Foucault, Die Heterotopien. Der utopische Körper. 

Zwei Radiovorträge (Berlin, 2013), p. 88.

1 For these and other contributions cf. the proceedings of the 

conference: Douglas Davis and Allison Simmons (eds.), 

The New Television. A Public/Private Art, Cambridge, MA: 

The MIT Press, 1977.

2 Hans Magnus Enzensberger, Baukasten zu einer Theorie 

der Medien, in: Kursbuch 20, 1970, S. 159–186.

3 See Flusser’s notes in the Vilém Flusser Archive 

(Corresp. 55, part 3, document 15/2).

4 Enzensberger, Baukasten zu einer Theorie der Medien, S.XX

5 A. a. O., S. 167 f.

6 A. a. O., S. 160. NLR 15, translation modified.

7 Theodor W. Adorno: Summary of Culture Industry, in: 

Kursbuch Medienkultur: Die maßgeblichen Theorien von 

Brecht bis Baudrillard, ed. von Claus Pias et al, München: 

Deutsche Verlags-Anstalt, 1999, p. 202–208, here 208.

8 Bertolt Brecht, Radiotheorie, in: Ebd., Gesammelte Werke 

18. Schriften zur Literatur und Kunst 1, hg. von Elisabeth 

Hauptmann/Suhrkamp Verlag, Frankfurt a. M.: Suhrkamp, 

1968, p. 127–129, here 129.

9 See for example Radio im Dienste der Arbeiterschaft, in: 

Der neue Rundfunk. Funkzeitschrift des schaffenden Volkes 
16, 1926, p. 363.

10 Jean Baudrillard, Requiem for the Media, in: For a Critique of 

the Political Economy of the Sign, 164–184. Trans. Charles 

Levin. Saint Louis, Mo.: Telos Press, 1981.

11 Hans Magnus Enzensberger, Das Nullmedium Oder Warum 

alle Klagen über das Fernsehen gegenstandslos sind, in: 

Der Spiegel 20/1988, p. 234–244, here 244.

12 For an overview of the debate over an “imminent 

commercialization“ of radio see Ulrich Kamp, Handbuch 

Medien: Offene Kanäle, Bonn: Bundeszentrale für politische 

Bildung, 1997, p. 12 f.

13 For a contemporary cross-section of these debates, cf. 

SFB-Werkstatt-Heft 1: Bürger machen Fernsehen, hg. durch 

die Presse- und Informationsstelle des Senders Freies 

Berlin, 1980.

14 ????

15 Radio Germania was on air from 1996 and was eventually 

expelled from the OKB after receiving a sentence from 

the Berlin administrative court for hate speech (see 

https://www.berlin.de/sen/justiz/gerichte/vg/presse/

archiv/20020425.04989.html for further information 

concerning the verdict). 

16 Story (“Ein kleiner Rückblick über mehr als 20 Jahre 

Offener Kanal Berlin“), on http://old.alex-berlin.de/alex/wer/

geschichte; refer to this link for an overview of the most 

important milestones of the OKB from 1985-2009.

17 ALM Jahrbuch 2008, hg. durch die Arbeitsgemeinschaft der 

Landesmedienanstalten in Deutschland, Leipzig: VISTAS, 

2009, S. 332
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MÁRIO GOMES

Foucault Térroriste

 After the Italians came the French. In 1976, 
Merve  had already released a translation of Micro-

physics of Power and Peter Gente and Heidi Paris, 
who ran the publishing house, had become close 
friends of Foucault.

 At the Frankfurt book fair in 1977, visitors 
seemed to be less interested in books than in the 
events in Mogadishu and Stammheim. It was an 
awkward week. Once the fair was over, Paris and 
Gente decided to head straight from Frankfurt to 
Paris, to meet up with Foucault and talk about future 
publications. Foucault’s fascination for what was 
going on in Germany, however, was so strong that 
the conversations kept drifting towards what would 
become the main topic: the RAF and the response 
of the German state to terrorism. Foucault decided 
on the spot that he would travel to Berlin as soon as 
possible.

 Before the German Autumn was over, Foucault 
and Defert flew to Berlin.

 Their first excursion was to East Berlin. Foucault, 
who believed that whatever was happening in 
West Germany and West Berlin would only be 
understandable if compared to the state of things in 
the East, passed Checkpoint Charlie in the first days 
of December, along with Defert.

 Crossing the border meant being x-rayed. At 
Friedrichstraße, Foucault and Defert were led to 
separate rooms, where officers browsed through 
their belongings and photocopied whatever could 
be photocopied. The rigidity of the apparatus was 
overwhelming, the interrogation endless. Everything 
seemed suspicious to the GDR officers. A name 
Foucault had jotted down on a strip of paper — Rudolf 
Virchow — triggered a flood of questions that were 
as difficult to answer as they were absurd. Defert 
remembers it as a military procedure.

 A few days later, on December 4th, Paris and 
Gente met up with Foucault and Defert at the 
Hotel Vier Jahreszeiten F-G 8, in Schöneberg. Over 
breakfast, they talked about Peter Bruckner, Klaus 
Croissant and the Baader-Meinhof Group, in a mix of 
French and German that must have raised suspicion. 
Upon exiting the hotel, a team of heavily-armed 
policemen, a total of fifteen officers stepping out of 
three vehicles — Foucault remembered the exact 
numbers — surrounded them and pressed machine 
guns into their backs, as they frisked them for 
weapons. Though it must soon have become clear 
to the policemen that the four young people they 
held at gun-point were unlikely to be the dangerous 
terrorists they were after, there was a protocol to 
follow. It required the four suspects to be driven to 
the police station and to be placed in individual cells 
that Foucault later recalled as sterile and hospital-like. 
As if to confirm that all this was mere formality, 
after half an hour they were released. It had taken 
the police little time to realize that Heidi Paris had 
been mistaken for Inge Viett, a RAF member whose 
face was well-known from the wanted signs posted 
everywhere around town. As an officer explained, 
someone had claimed to have seen Viett at the hotel 
lounge, hence forcing the police to intervene.

 Whenever the police was called, the police had 
to respond. Foucault saw this prompt reaction to 
whatever could be threatening as an important part 

  Before the German Autumn was over, Foucault 
came to Berlin. The trip, in the company of Daniel 
Defert, was a field study into the surveillance 
apparatus.

 The term “German Autumn” became widespread 
after the anthology film Germany in Autumn was 
released in 1978. The separate segments of the 
film were directed by eleven different filmmakers, 
including Rainer Werner Fassbinder, Alexander Kluge, 
Volker Schlöndorff.

 In December 1977, when Foucault travelled 
to Berlin, that year’s autumn was most commonly 
referred to as the “hot autumn”, “l’automne chaud”. 
Apart from hot, it was long. It started in April or 
even earlier, depending on how the story is told. In 
any case, both tension and temperature had been 
rising steadily since April, from the moment the West 
German attorney-general was shot dead by members 
of the Red Army Faction. It reached a pinnacle in 
September when Schleyer, the president of the 
German Employers’ Association, was kidnapped.

 On October 13th, a Lufthansa aircraft en route 
to Frankfurt was hijacked by a commando of the 
Popular Front for the Liberation of Palestine, allies 
of the RAF. For nearly five days, the Boeing 737-200 
was adrift in airspace, stopping over to refuel in Rome, 
Larnaca, Aden, Dubai and Mogadishu. There it was 
stormed by a German counterterrorism unit, killing 
three of the four hijackers and rescuing all hostages 
still alive by then. Only a few hours later, three RAF 
members were found dead in their prison cells at 
Stammheim penitentiary, in an alleged collective 
suicide. In reaction to these events, Schleyer — still 
a hostage — was executed by his kidnappers. His 
body was found in the trunk of a green Audi 100 in 
a street in Mulhouse that same day, October 18th, 
the day that saw the showdown of the “automne 
chaud”.

 While tensions grew towards their peak in 
Germany, Italy had already been on fire for a long 
time. If in Germany the terror wave lasted for one 
long autumn, in Italy it was more than a decade of 
lead. Anni di piombo. While bombs exploded and 
bullets whizzed through the air, an array of militant 
leftist movements brought the struggle to the streets. 
Not seldom this meant riots.

 The photos of military tanks on Via Zamboni, 
Bologna, became iconic for the days in which the 
“Movement of 77” turned into a pool of war-like 
images. But these were not the only contents that 
the leftist movements in Italy brought forth. As the 
fights on the streets raged on, countless independent 
magazines were printed, clandestine radio stations 
went on air, a whole media network of leftist thinking 
proliferated, disseminating subversive ideas and 
information. Not surprisingly, in those years of lead, 
Italian thinking rose to the vanguard of the intellectual 
movements in Europe.

 In Germany, it was the alternative publishing 
house Merve I8 that started issuing translations of 
works by several Italian theorists of the barricades 
who emerged from that current. As Peter Gente, the 
historical editor at Merve recalls, the publisher’s first 
phase was eminently Italian. For Gente, the arrest 
of Toni Negri in 1977 marked an end of this “Italian 
period” of the publishing house.

of the fears of some people, of their delusions and 
their disgust. The police intervenes as do firemen in 
case of a gas leak: “once it smells bad.”

 The Western surveillance system breeds and 
nurtures suspicion. But rather than being a mere 
consequence, this suspicion lies at the core of the 
system. Though somewhat invisible to the eyes of 
the occasional visitor, a similar principle was also at 
play in the GDR, where nobody could ever be sure 
that the neighbor, colleague or the friend of a friend 
was not a spy from the Stasi. In the East, as in the 
West, citizens were integrated into the surveillance 
apparatus. For the tourist on a day trip through East 
Berlin, there was no way of ascertaining how subtly 
this was being done in the East. Even to an observer 
as keen as Foucault, it was simply invisible.

 The documentary “Foucault in/à Berlin” by 
Agnes Handwerk revisits some of the sites Foucault 
and Defert visited during their trip to Berlin in 1977. 
In the lounge of a seemingly abandoned Hotel Vier 
Jahreszeiten, a young man is seated on a chair. 

Through his headphones he hears Foucault’s voice, 
telling the story of the arrest, as he simultaneously 
translates it into German, bringing the past back 
into the empty hotel lounge. The film ends shortly 
thereafter, with a wide shot, panning over a strip of 
wasteland, the Reichstag building in the background, 
without the dome, looking like a ruin. The camera 
follows a jogger, under a grey sky. As if it were about 
to start a reflection, a voice sets in, stating that “today 
there are new risk scenarios”. Just this single sentence. 
Nothing develops from here, the words are left in 
the air. A guitar riff fades in, the image dips to black, 
the titles appear. We are suddenly brought back to 
the present.

of the mise en scène of the Western surveillance 
system, a much more subtle system than the one he 
had experienced in East Berlin. In the West, the police 
would act only when a citizen would feel threatened. 
In a time when a constant feeling of threat was in 
the air, this implied constant interventions.

 On December 19th, Der Spiegel published a text 
by Foucault, in which he explained the differences 
between the surveillance apparatus in East and 
West Berlin. “The policeman in the East draws his 
power — he likes to show this by permanently quoting 
provisions — from a world that is alien to the world of 
the population: that of the administration, the party, 
the leaders. He relies on this world that lies above 
and that is abstract and terrible. The policeman in the 
West, on the other hand, is engaged in demonstrating 
that he only acts “on request”. The charge that 
someone files lends him his authority. If you are 
arrested, it means that someone got scared of you or 
that your face reminded that person of something. 
Do not complain about the police, it is at the service 

Felsch, Philipp: Der lange Sommer der The-
orie: Geschichte einer Revolte 1960-1990, 
Munich: C.H. Beck, 2015.

Foucault, Michel: Wir fühlten uns als 
schmutzige Spezies, in: Der Spiegel, 52, 
1977, p. XXX (available on http://www.spie-
gel.de/spiegel/print/d-40680517.html)

Handwerk, Agnes: Foucault in/à Berlin, 
1992/2004.
Quack, Axel: Second Order Television. 

Interview with Peter Gente (available on 
http://www.vimeo.com/16001730)

Raulff, Ulrich: Wiedersehen mit den Siebzi-
gern: Die wilden Jahre des Lesens, 5th ed., 
Stuttgart: Klett-Cotta, 2015.

* SPRITZ (Footnote on a Diagram)

1961 was not only a disastrous year in 

politics. The construction of the Wall in Berlin 

split the city between the world powers and 

started a phase of the Cold War that would 

last for a quarter of a century. Art, literature, 

poetry, theatre, film and music were generated 

as energy fields within a system of coordinates 

that essentially served ideological and 

politico-economic purposes. At the same time 

experimental countercultural sites evolved and 

established themselves in many of the divided 

city’s protected areas, announcing the dawn of 

a new era and having enormous significance 

for the future of thinking and acting with and 

through media. That these countercultural 

sites had such deep material and political 

implications was due to the violence of the 

historical context. But this was something for 

which media studies, once it had developed 

after the reunification in the 1990s, no longer 

had any sense. The discipline emerged after 

the paradigm shift from critique to facilitation 

had already occurred.

At the energetic centre of the formation 

of a theory and practice to be developed both 

with and through media stood the founding of 

both the Institute for Language in a Technical 

Age [Institut für Sprache im technischen 

Zeitalter – SPRITZ.] at the Technical University 

of Berlin and the Literary Colloquium of Berlin 

(LCB), an experimental laboratory and meeting 

place peripherally located at Wannsee. It was 

here that, with the aid of tape recorders and 

other artefacts, a literature with neither author 

nor master narrative was elaborated. The 

institute, founded in 1961 by literature professor 

and poet Walter Höllerer, became the nucleus 

of the first media studies department at a 

German university, gradually established from 

1962 onwards by the mechanical engineer, 

psychologist and radio theorist Friedrich Knilli 

– initially as Höllerer’s assistant. Ten years later 

I was already able to study media studies there 

as my main subject within German philology.

Set down among twenty faculties that 

were essentially working on designing and 

running a future society that would be based on 

mathematics and technology, this heterotopian 

place was not without forerunners. It emerged 

within a matrix whose essential coordinates 

were at least fourfold: electro-acoustics/music, 

(computer) linguistics/semiotics, experimental 

poetry/literature and various technical visual  

and performance-related media.

What generated the strongest inno-

vative thrust immediately after the Second 

World War was experimental sound and 

music research, which had left a lasting 

mark on Berlin since the 1920s (Scherchen, 

Trautwein, Bode, and Sala, among others). 

Parallel to the Studio for Electronic Music 

at (N)WDR in Cologne – essentially initiated 

by Werner Meyer-Eppler, the inventor of 

electronic sound synthesis – there evolved a 

studio and laboratory practice for electronic 

music at the TU Berlin with connections to 

both the various performance practices of 

the city as well as to academic programs (the 

cooperative sound engineering program at 

the Berlin University of the Arts has existed 

since 1953/54). Hans Heinz Stuckenschmidt 

began delivering his lectures on music as 

part of a technologically-based art history 

in 1949. From 1954 onwards, Fritz Winckel 

organized lecture series about the interrelation 

between music and technology. In 1961 the 

Studio for Electro-Acoustics and Electronic 

Music began assembling its own archive, 

which the subsequent studio head Folkmar 

Hein has looked after to this day, turning it 

into one of the most exciting databases in 

this experimental ground. 
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NILS RÖLLER

Bar colours

 Oranienbar N 6-7, Milchbar N 7, not the 
Madonna, seldom the Casino. In the summer 
of 1985 the Oranienbar in Oranienstrasse 
and the Milchbar in Manteuffelstrasse were 
important resources for me in my attempts 
to find an apartment or to get to know the 
milieu around Die Tödliche Doris. I had heard 
about Doris by way of the special issue of 
Kunstforum International that Wolfgang M. 
Faust did on Cross Culture. After reading 
the text on Doris I wrote a letter to the maga- 
zine. Wolfgang Müller answered with a 
phone call. Thus I became aware of a Doris 
concert at the Delphi Filmpalast F 6 near Zoo 
Station and had cause to travel from 
Wilhelmshaven to Berlin. On the day after 
the concert Wolfgang Müller showed 
me Kreuzberg and introduced me to friends. 
Reinhard Wilhelmi worked at the Oranien- 
bar. He helped me a lot in my search for 
an apartment. That’s how I found the first flat 
I moved into, the one in Ohlauer Strasse. 
Käthe Kruse, the drummer of Die Tödliche 

Doris worked at the Milchbar. Looking back 
I can to draw a line from the Oranienbar 
to the apartment in Ohlauer Strasse. It’s a path 
I often walked, usually past a certain pub that 
as far as I know was never closed no matter 
what time I passed by. The door to this venue 
was wide open during the warmer times of 
year; you could see benches that were screwed 
into the wall and sometimes used for sleeping.

I mention that because I would like 
to raise a question, namely whether this pub 
represented an aspect of “psychological 
openness”. What do I mean by that? Besides 
the text on Die Tödliche Doris a book by 
Wolfgang M. Faust had also helped me get 
mentally oriented in Berlin. This book 
contained an observation made by the painter, 
Rainer Fetting, who said that he had traded 
the broad streets of Wilhelmshaven for 
the broad streets of Berlin. What motivated 
the change, he said, was the openness of 
Berlin streets. This formulation stayed with me 
during those first months. I no longer 
remember whether I carried it around in my 
thoughts as a mantra, or whether I was 
enthusiastic about it or skeptical. I imagine I 
was skeptical, and that that came from my fear 

walked together from Ohlauer Strasse to Oranien-
bar. He asked me why I never took the more 
direct way via Kottbusser Tor. At the time I was 
convinced that my route was the shortest 
possible one, but today I doubt it because I suspect 
that it was rather the liveliness of Wiener Strasse 
that had decided the route for me, that and 
the fact that this route passed by not far from the 
Milchbar. The Milchbar had a wooden floor. 
I believe they were untreated, in any case they 
were certainly not lacquered with the ox- 
blood tint that could often been seen in Berlin 
apartments. I think you could see through the 
gaps in the boards to the cellar underneath. Käthe 
Kruse, whom I recently asked about that, denies 
it, but remembers that the gallery Eisenbahnstrasse 
N7 later used the space in the cellar at Milchbar.

It was in that gallery in 1986 that I acquired 
the work Topgirls ’86 by Chris Dreier for DM 
1.95. It consists of square images of naked women 
posing, drawn with coloured pencils and crayons. 

of losing myself during this period while 
beginning anew in Berlin after having finished 
high school in Wilhelmshaven. It’s certainly 
true that drivers who had picked me up 
as I was hitch-hiking to Berlin had given me 
explicit warnings about this when they 
spoke about life there. When I leaf through 
Faust’s book Hunger nach Bildern (“Hungry for 
images”) again now, in December 2015, I 
do not find Fetting’s formulation any more.

I am also irritated about my memory when 
I think about the colours I may have noticed 
on my walks through Berlin. I often remember 
passing Madonna on the way to Oranienbar. 
I never frequented the bar on the corner of 
Ohlauer and Wiener, but as I passed by I 
noticed cups that looked like Italian cappuccino 
cups. I think that looking through the window- 
panes I got the impression of a red-green 
atmosphere. Thirty years later, as I write this 
test in the library of the Zürich University 
of the Arts, it occurs to me that my perception 
of these colours was influenced by my en- 
thusiasm for Italy. I notice that, the intervening 
years notwithstanding, it gains in luminosity 
when I connect it with the letter-sequence 
Campari. Probably I first became aware of the 
intensely glowing letters of this word in 
Florence, around the same period. Now, in the 
very moment that I’m writing this, I realize 
a movement that connects the Madonna in 
Wienerstrasse — Casino was also on that 
street — with what I’d like to call an “aesthetic 
of back then”. The striking character of this 
“aesthetic of back then” revealed itself as much 
in the whole-page advertisements of Campari 
as in the magazines Wiener and Tempo. This is 
a view that that with this line I am writing 
now I should like to describe as preliminary. 
Because I now imagine that the connection 
between the bar Madonna, the Campari-ads 
and the just-mentioned magazines is supported 
by the name Wiener Strasse. It is possible 
that I actively produced this connection 30 years 
ago, given that the magazines of the day were 
claiming to embody the spirit of the times. 
The line from Ohlauer Strasse to Oranienbar 
crossed the Wiener Strasse — at least, that’s 
the route I chose. Along Reichenberger Strasse 
and via Kottbusser Tor and Adalbertstrasse 
I did not go.

A friend I had met in Rome, Robert 
Ricciardelli, visited me, and several times we 

The pictures are a little larger than my thumbnail 
and are laid down on fluffy tufts of material that 
might have come from a wig. Possibly Chris Dreier 
wore it at the strip-tease at Oranienbar that 
Roberto Ricciardelli and I saw from the footpath on 
a severe winter’s night in 1985. The Topgirls ’86 
shelter in a matchbox with a cigarette paper stuck 
to it that has been coloured in red. Hearts have 
been drawn on the four corners in black felt-tipped 
pen. The title, the price, and the name of the 
artist are also black. The black is rich even today, 
whereas the red of the ground has faded. 
I understand that to be a visual expression of my 
memories of the first months in Berlin. They 
change with the influence of the time that has 
passed since. Elements become more promi- 
nent and then weaken again — depending on the 
context in which the memories are relevant.

[yellow MUSIC].
The name gelbe MUSIK was intended to show 

that it was a place for the eyes and for the ears, 
a place for visible music. It was also meant as an 
historical reference to Kandinsky’s unfinished 
piece for stage, The yellow sound. Kandinsky asso- 
ciated something brash and importunate with 
the colour yellow, an aggressive power. In the words 
of Emmett Williams, “the musical fellow who 
bellowed”.

The first exhibition…
…was an exhibition with scores. Scores for 

happenings, performances, musical pieces or 
even large installations. They were originals that 
embodied all sorts of techniques and forms, 
the work of diverse artists from several gener-
ations: Laurie Anderson, John Cage, Earle Brown, 
Milan Knížák, Nam June Paik, David Tudor, 
Wolf Vostell and many others. Perhaps the most 
unusual score came from Terry Fox. It took 
the form of a length of string with various markings 
corresponding to the path through the labyrinth 
of Chartres cathedral. Nam June Paik was 
represented too, with another unusual score, the 
“Symphony for 20 Rooms” from 1961. In 1994 
we hosted a solo exhibition with various works by 
Nam June Paik, and Nipper sat in the gelbe 
MUSIK display window – not listening to his 
master’s voice, but raptly watching his own image 
on a TV monitor. 

Did the idea for the publication Broken 
Music – which is out of print and now 
treated as a cult item – take its start from 
those catalogues?
Broken Music, curated together with Michael 

Glasmeier, was a particularly significant exhibition 
project that brought many of the objects shown in 
earlier exhibitions together with larger, room-
filling installations. One of these, for instance, 
being the large installation 33 1/3 by Cage, 
another by Christian Marclay covered the floor 
with hundreds of LPs, on which the viewer could 
walk. The title of the exhibition derives from 
Milan Knížák’s name for his early record-objects. 
Broken Music was an exhibition project focusing 
on the record as artwork, on record covers 
designed by artists and on the record as material. 
So for example there was also a sculpture by Paik 
which is known as the “Schallplattenschaslik” 
[Shaslik of Records]. The visitor was invited 
to compose his own sound-collage by means of 
a freely movable tonearm. Broken Music was 
realized first of all in the daadgalerie I 7 in Berlin, 
later it was invited to France, Canada and 
Australia.

On the gallery’s tenth birthday John Cage 
conceived a graphical design that was 
published as a small-run screen print. On 
the occasion of its twentieth, Elenore 
Büning wrote in the Frankfurter Allgemeine 
Zeitung for 19.12.2001: “Without doubt: 
Berlin’s rise to become the capital of sound 
art would not have been possible without 
the quiet achievements of Ursula Block.”

The interview took place in December, 2015.

electronic media are technically and structurally 
egalitarian means of communication: “Anyone can 
take part in them by a simple switching process. The 
programs themselves are immaterial things and can 
be reproduced at will. In this sense the electronic 
media are entirely different from the older media like 
the book or the panel painting, the exclusive class 
character of which is obvious.”4 From his analysis, 
Enzensberger derives a new type of receiver, who 
in principle could become an active transmitter: 
“The new media are orientated towards action, not 
contemplation; towards the present, not tradition. 
[…] It is wrong to regard media equipment as mere 
means of consumption. It is always, in principle, 
also means of production and, indeed, since it is 
in the hands of the masses, socialized means of 
production.”5 According to Enzensberger, the division 
between transmitters and receivers is not a technical 
a priori. It is the monopolization of mass media by 
capital that gives them their regulatory function in 
the culture industry. This is why the media “do not 
serve communication but prevent it […]; technically 
speaking they reduce feedback to the lowest point 
compatible with the system.”6

The discourse on the adoption of electronic media 
and their power to activate is strongly embedded 
in the dispositive circumstances of the 1960s and 
1970s. Here it is the technological developments 
and the debates between critics of society that stand 
out, among other things. Sony, for instance, put the 
semi-professional Portapak video camera on the U.S. 
market in the mid-sixties, reaching Europe around 
1970. This made audio-visual production affordable 
to private individuals. The Portapak soon became 
standard equipment in community media, of which 
the MedienOperative Berlin e. V. I 7, founded in 1977, 
is one of the best-known German representatives. 
Discursively, Enzensberger’s suggestions are 
embedded in critical theory and should be understood 
as a reaction against repressive conditions in the 
culture industry. The latter, according to Adorno, 
“prevents the formation of autonomous, independent 
individuals who consciously judge and decide for 
themselves”7. The emerging media initiatives tried 
to counter this repression by teaching media literacy. 

Structurally, such ideas are by no means new. 
The history of media and culture is full of examples 
of utopian projections of the potential of new media. 
Enzensberger, too, was aware of that. His Baukasten 
refers explicitly to Bertolt Brecht’s radio theory, 
which consists of various short texts written in the 
1920s and 1930s. In his 1932 essay Der Rundfunk 

als Kommunikationsapparat [The Radio as an 

Apparatus of Communication] Brecht formulated 
radio’s potential for the class struggle, if the radio 
“were capable of receiving and not just of transmitting, 
of making the listener speak and not just listen, of 
connecting him rather than isolating him.”8 As with 

outward appearance updated, in order to make it 
more attractive in the eyes of users and viewers. On 
May 27th, 2009, the OKB changed its name to Alex 

Offener Kanal Berlin and presented the changes to the 
public. Whether they are viable remains to be seen.

Despite all the crises that the OKB has faced since 
its inception, one can only hope that the question of its 
legitimacy will continue to be posed afresh. By which 
I do not mean to suggest that it should be relegated to 
the company of other relics of media history. On the 
other hand, I don’t envisage it becoming an instrument 
of revolution either. Rather, it should be questioned 
precisely so that it can continue to function as an 
experimental ground for media activity. 

open channels to this day. They stipulate that the use of 
radio transmitters should be unrestricted (particularly 
with regard to manipulation and censorship) and 
free of charge, set out minimum technical and staff 
requirements, define regional and local ranges, and 
provide that the channel users themselves shall be 
responsible for their productions.

The functions of open channels, and thereby 
their legitimacy, can be divided into two related areas: 
expression of opinion and media literacy. While free 
expression of opinion is anchored in Article 5 of the 
German constitution, which debates in the 1960s 
and 1970s sought to apply to mass-media conditions, 
the media literacy function has become ever more 
important, at least since the 1980s. The arrival of 
privately owned radio stations stimulated calls for a 
citizen who would be competent in communications 
and media, a citizen who, although a part of the culture 
industry as a consumer, should at least be a critical 
consumer, capable of understanding the operating 
principles of media production and distribution as 
well as questioning and evaluating media contents. 
And it seems that the importance of imparting media 
literacy, especially in relation to the World Wide 
Web and social broadcasting, will continue to play 
a leading role in future arguments for the legitimacy 
of open channels.

With the Offener Kanal Berlin - OKB [Berlin 

Open Channel] the first open channel in Germany 
went on air on the 28th of August 1985, just as 
the cable pilot project was launched. Created as a 
pilot project for further open channels, the OKB 
owed its existence to debates about privatization 
and commercialization of radio in the West Berlin 
public sphere, led by independent initiatives such 
as the Kreuzberg-Neuköllner Anti-Kabelgruppe 
[Anti-Cable Group] or the MedienOperative Berlin 

e. V. — the latter already boasting several years of 
experience in grass-roots production and media 
literacy education.13 In 1987 the OKB was finally 
anchored in the city-state’s Media Law. The State 

Treaty for the Reorganization of the Broadcasting 

System guaranteed the transmitters a two percent 
share of the revenue from the radio licence fee that 
was available to the State Media Institution. 

Yet this is where the OKB began to encounter 
criticism. Its financial dependence on public service 
broadcasting called its independence into question. 

Interview with Wolfgang Müller, musician, 
painter, author, co-founder of the legendary 
band Die Tödliche Doris, inventor of the term 
Ingenious Dilettantism, poet and lover of all things 
oblique and ambiguous, an expert on elves and 
dwarves and a scholar of misunderstandings. The 
following dialogue is based on collaged excerpts 
from numerous conversations that took place 
between September 2014 and February 2015 in 
Café Pfeiffers and its archive on Waldemarstrasse 
N6 in Berlin-Kreuzberg.

In your book Subkultur in Westberlin 1979— 
19891 you write in detail about the 
connections between the punk and art 
scenes in France, Germany and Poland. 
Was there a lot of contact, exchanging of 
ideas, travel? What was possible? What 
reached the West from the East? What did 
they know about one another?
Just how much happened beneath the offical 

level was astonishing—there was definitely 
personal contact. For example Ursula Block of the 
gallery gelbe MUSIK G7 maintained contact 
with experimental musicians and artists from the 
Fluxus sphere in Poland, Czechoslovakia and other 
Eastern Bloc countries. Incidentally, Poland seems 
to have been the only country in the Eastern Bloc 
at the time where there existed a privately owned 
record press. A small label 
named ALMA ART used it to release experimental 
music in limited runs. In any case, there were 
hardly any independent music productions on 
vinyl in the West at that time either. The number 
of independent music productions rose 
considerably only near the end of the seventies. 
From 1978 the effects of punk began to make 
themselves felt. Suddenly there were new options, 
a wider array of possibilities for reproduction 
emerged through audio cassettes. Before that, the 

music industry in the West was almost exclusively 
commercially oriented. To release independent, 
non-commercially oriented music, experimental 
music, fluxus or punk—that was very hard. 
In other words, even if a musician had great ideas 
but couldn’t or wouldn’t fit into the industry 
structure, the chances of getting a record deal were 
close to zero.

Were there any Polish or French punks in 
West Berlin in the early eighties?  
Of course there was a punk or a post-punk 

scene in both countries. There were certainly 
a few French punks in West Berlin. So for example 
Françoise Cactus came to West Berlin in the 
beginning of the 1980s. Other Wall-painters like 
Thiery Noir and Christophe-Emmanuel Bouchet 
came a little after her. Probably no German artist 
ever painted the Wall as naively and unselfcon-
sciously as these two Frenchmen. When they were 
done, it looked like some funny advertising space, 
like a pack of biscuits, even though it was officially 
part of East Berlin. Of course I preferred the Wall 
as a grey, ugly surface; I found it more realistic 
that way. But punk bands from West Berlin with 
weird haircuts and clothes also liked to pose in 
front of the Wall: look how free we are here in the 
West! That was the message and of course it was 
also a part of the West’s propaganda. But whoever 
graffiti’d anywhere else in West Berlin aside 
from on the Wall got arrested by the police. And 
the punks in the West were also sometimes 
brutally beaten by Nazis and other petit bourgeois 
philistines...

On the other hand, as far as I knew there 
were hardly any Polish punks in West Berlin; they 
couldn’t cross the border. In this regard, the 
Carrot Festival in Warsaw and the Töne-Gegentöne 

Festival in Austria were among the first indepen-
dent cross-border festivals. The festival in Warsaw 
crossed a boundary simply by the fact that they 
had indie bands and post-punk bands both from 
the Eastern and the Western bloc performing. That 
was the first time that had happened. But they 

In 1978 Friedrich-Wilhelm Freiherr von Sell 
famously proclaimed that radio belongs to the citizens. 
The slogan was not simply meant as a paraphrase of 
the legal fact of public ownership. Instead the former 
director of WDR, the West German Broadcasting 
Corporation, was demanding that citizens should have 
the possibility of being actively involved in contents 
and practices that until then had been accessible only to 
a few privileged broadcasters — usually representatives 
of political and economic power structures. And 
indeed: one year later the Expertengruppe Offener 

Kanal - EOK [Open Channel Experts Group] was 
established. On behalf of public broadcasters, this 
group aimed to investigate opportunities for setting up 
open channels qua citizens’ media, as part of so-called 
cable pilot projects. EOK was initially modelled after 
the pioneering work of community media in the 
United States, which, having emerged from local 
initiatives, had already been operating successfully 
since the 1970s.  

Thus artists’ groups in the U.S. such as Ant 
Farm (1968-1978) with their Media Van had already 
shown what participation in electronic visual media 
and their practices might mean. And at the legendary 
conference Open Circuits – The Future of Television, 
which Gerald O’Grady and the group Electronic Arts 

Intermix organized from the 23rd to 25th of January 
1974 at MoMa, the tension between discursive mass 
media and dialogue-oriented communication media 
played a big role: Nam June Paik presented his work 
Global Groove (1973), an engagement with Marshall 
McLuhan’s global village; Vilém Flusser gave a lecture 
on Two Approaches to the Phenomenon, Television. 
Finally there was also a german intellectual present, 
a man who since 1965 had been publishing one 
of the organs of the German student movement, 
the magazine Kursbuch. This was Hans Magnus 
Enzensberger, speaking on Television and the politics 

of liberation.1 Four years prior, in Kursbuch 20, 
Enzensberger had published his much-read Baukasten 

zu einer Theorie der Medien [Constituents of a Theory 

of the Media] in which he called for the appropriation 
of mass media.2 The appropriation in question was to 
turn consuming receivers into productive transmitters 
and thus at least throw a spanner into the works of 
the Bewusstseinsindustrie [consciousness industry]. 
Apparently Enzensberger’s Baukasten caused a stir 
not only in German Cultural Critique. Flusser, too, 
jotted “Enzensberger: Monolithic control, Simulation 
of lack, Censorship: Lack of Feedback”3 on the back 
page of the conference program – three years later he 
was to finish the manuscript, which was published 
posthumously as Kommunikologie. 

The reason Baukasten acquired a central role 
in this discursive context was, that Enzensberger, 
unusually for the intellectual Left of his time, did not 
simply put mass media under a general suspicion of 
manipulating the masses. He assumes that in principle 

But what probably stood out most of all was its 
systemic dependence: are open channels really a 
mouthpiece for the citizens in broadcasting? Or do 
they function rather as an alibi, promising a pluralistic 
media environment while in fact being allotted only 
marginal timeslots? Is this the realization of what 
Baudrillard, in his riposte to Enzensberger, called 
the “system of social control and power”?14 A further 
source of criticism was the potential or evident 
abuse of citizen’s rights under the guise of freedom 
of expression, namely where the opinion expressed 
turned out to be discriminatory. Such was the case 
around 1999 when Radio Germania caused a stir 
with extreme right-wing content, putting the channel 
under strong pressure to justify itself.15

Facing this crisis, the OKB was threatened 
with closure in 2000 – its broadcasting slot was to 
go to the Kirch Group’s newly founded N24 news 
channel. The imminent shutdown was averted 
by the Senate Department for Schools, Youth and 

Sport with support from the SPD, as “the role of the 
Berlin Open Channel in the development of media 
competence”16 was emphasized – the imparting of 
media competence as a source of legitimacy thus 
came more clearly to the fore. The Committee of 

the State Media Institution summed it up in 2008: 
with the development and differentiation of social 
media, citizens’ self-articulations have shifted to the 
web and so “references to the participatory function 
are by no means sufficient any more”17. When cable 
networks were digitalized in 2010 and cable network 
operators were no longer being obliged to air OKB, 
the latter encountered its next crisis of legitimacy. 
From 2008 the channel was restructured and its 

Enzensberger, the problem as Brecht identified it was 
not technical — in principle, every radio receiver can 
be turned into a transmitter. Instead, he too believed 
that institutionalized power structures consolidated 
the transmitter-receiver relation. Brecht’s claims 
should also be regarded in the light of experimental 
and practical and, of course, political initiatives 
which began to develop in the 1920s, especially in 
parallel with the work of the Arbeiter-Radio-Bund 

e. V. [Workers’ Radio Association].9

Enzensberger’s influential text was not well 
received everywhere. It was perhaps Jean Baudrillard 
who objected to it most vehemently. In 1972 he 
issued a devastating counterargument in his essay 
Requiem pour les media [Requiem for the Media]: 
“When Brecht and Enzensberger assert that the 
transformation of the media into a true medium 
of communication is not technically a problem [...] 
it is necessary to understand [...] that in effect it is 
quite correctly not a technical problem, since media 
ideology functions at the level of form, at the level 
of the separation it establishes, which is a social 
division [...].This is the real abstraction of the media. 
And the system of social control and power is rooted 
in it.”10 Indeed, Enzensberger later moved away 
from his hypotheses. In 1988, the same year that 
the Bundesverband Offene Kanäle – BOK [Federal 

Association of Open Channels] was founded, he 
wrote resignedly that television understood as a 
Nullmedium was simply not suited to activate the 
masses. Its systematic effect amounts rather to 
“pleasant brainwashing” and comes “quite close 
to being a transcendental meditation. (…) The TV 
is the Buddhist machine.”11 The viewer becomes a 
dystopian version of the TV-Buddha that Nam June 
Paik presented in the Bonino Gallery in New York. 

In light of these debates, the first major 
institutional step towards citizens’ radio in Germany 
was taken with the establishment of the Open Channel 

Experts’ Group in 1979, as part of the cable pilot 
projects. These were primarily intended to test the 
opening up of the market for private broadcasters on 
the cable network.12 In 1980 the group outlined the 
requirements and the framework for open channels 
in Germany in its position paper Der Offenen Kanal 

– Kriterien für eine Bürgerbeteiligung [The Open 

Channel – Criteria for Civic Participation]. Its most 
important principles are still representing the basis for 

 DANIEL IRRGANG 
“Radio belongs to the citizens!” The potential of 
electronic media and the Berlin Open Channel

From the late 1960s onwards, the Technical 

University of Berlin F5 was a peculiar construct 
within the walled-in urban area of West Berlin. 
Established in the middle of the city, its branches 
grew out into the district between Tiergarten 
and Charlottenburg. Almost strategically located 
on the long axis that stretches straight from 
Alexanderplatz in the East to Theodor-Heuss-Platz 
in the West. Also located here was the dffb C6, 
the German Film and Television Academy, which 
formed the westernmost point of the media 
scene at that time. In the early 1990s the Academy, 
and with it the avant-garde cinema of the West, 
was relocated into the equally dead straight Heer- 
straße.

The central building complex of the TU on 
the Straße des 17. Juni, which with its garden 
adjoins the rear studios of the University of the Arts 

F5, also provided the space for the foundation 
of an institute out of which the first media studies 
department at a German university would 
emerge. Between, on the one hand, the programme 
in literary studies (a part of the marginal Faculty 
of Arts that the TU needed so that its claim to 
university status could be taken seriously) and, on 

the other, about twenty faculties for engineering 
and the natural sciences, the Institute for 

Language in the Age of Technology F5 was created 
– an interface with energetic potential.

In both teaching and research Friedrich Knilli 
had moved ever further away from his roots in 
literary studies and towards the mass media. 
His courses and those of his assistant Erwin Reiss 
were housed in the wing furthest to the left 
next to the gigantic auditorium of the TU. 
The Institute’s rooms, an office and several work- 
ing spaces, were on the first floor, extending 
out into the territory of the biologists and chemists. 
They included, for instance, the windowless 
camera obscura, which held a particular appeal 
for us, mainly because of the Steenbeck, the 
editing table for the mechanical processing of 
opto-chemical film stock, which took our senses 
on adventurous journeys. The early semi-
professional video recorders, like the one inch 
format Philips EL-3400 from 1962 and the 
first slant-track recorders in three-quarter inch 
format shared the narrow space with heavy 
tape recorders from AEG-Telefunken. These had 
been designed for several recording speeds; 
the slowest ones were used for the numerous 
recordings of poetry readings and interviews 
with authors that were done in the sixties, for 

example at the Literary Colloquium C10 at Wann- 
see; the recordings filled entire closets.

Like the media studies department as a whole 
in its relation to the TU, for us students the 
seminar room embodied all the qualities of a cre- 
ative insurgency. Here you could hear sounds 
and see images that were taboo in any other 
academic context. We analyzed political TV pro- 
grammes, the round table discussions broadcast 
on Sundays or commercials for fish fingers, 
no less than spaghetti westerns, film noir thrillers, 
commercial pornographic films or Nazi propa-
ganda. Heinz Werner Höber, the author of 
pulp serials about the superhero Jerry Cotton, was 
as welcome there as the working-class writer 
Max von der Grün, the dramatist Heiner Müller 
with his special GDR passport, or the Polish 
theatre scholar Andrzej Wirths.

In the think tank on the street of the Street 
17th of June advanced hermeneutics for media 
utterances and their significations were developed 
in a way never before seen in the academic 
field. The first Introduction to Film and Television 

Analysis (1971) by Knilli and Reiss emerged in 
close proximity with the linguistic and machine-
oriented communication studies of Manfred 
Krause, who was also responsible for the electro-
acoustic studio. All of it was housed in the 
strange building with the new Plattenbau facade 
and the old 19th century core. Engineering 
and philologically-oriented analyses of technolog-
ical artefacts clashed methodologically and 
theoretically, but they shared an experimental 
space together and had mutual respect for each 
other. 

The Technical University, where just a short 
time before a lot of research for the war had 
been carried out, really boomed during the recon- 
struction period. The number of institutes and 
students grew so rapidly that the alma mater for 
mathematical and technological knowledge became 

one of the most important consumers of real 
estate around the Ernst-Reuter-Platz. By contrast, 
some of the big companies that had settled 
there after the war ran into massive economic 
problems following the first recession in the 
late sixties. And in the sense of urban planning, 
the square was anything but attractive. It was 
an area where architects and builders had commit- 
ted just about every crime that a greedy urban 
player can commit. This included asbestos-infested 
houses as well as total disregard for the effects 
on the climate. Between the buildings, normal 
winds developed into hurricane-like storms so that 
at certain times of the year you had to downright 
fight your way against immense pressure.

In the mid-seventies the media academics and 
their equipment were transferred into the high- 
rise building on which the vertically spelled logo 
of Telefunken was emblazoned in blue neon 
letters, easily legible to the naked eye even from 
afar, say from the top floors of the Europa-Center. 
Now we were at a spatial distance from the 
literature scholars, too. At the same time we had the 
use, along with several other of the humanities, 
of a good library. It had a distinctive focus on the 
history of science and technology and like the 
historians, the Latinists, the Romanicists and the 
philosophers, had also moved into the Telefunken 

building F5.
Although the Technical University now owned 

the high-rise building on Ernst-Reuter-Platz, it 
retained its former name, a reminder of the 
communication group that had been involved in all 
the major media developments of the Nazis, 
from television to tape.—It was already a common- 
place of Knilli’s introductory seminar on media 
history that the civilian radio of the Weimar Republic 
had had its origins, among other places, in the 
trenches of World War I.—The abbreviation TEL 
was soon familiar to everyone at the TU. It is where 
the remainder of the humanists worked together 

with the peculiar Mickey-Mouse academics, 
those who took things that others could only laugh 
or cry about and in all seriousness made them 
into the exclusive objects of their analyses and 
experimental research—the media and their pro- 
duction of signs and affects.

On the fifth floor of the Telefunken building, 
we exchanged our curiosity about the outside 
world with the most exclusive club of the natural 
sciences, the astrophysicists. Every morning, in 
the long hallway that linked our workrooms, they 
spread out their perforated computer printouts, 
meters and meters long and densely covered with 
data from the night before by equipment moni-
toring the macro-world and computers hooked up 
to dot matrix printers. Sometimes we would 
lean over rows of what initially appeared to us as 
cryptic data, learning to read them, at least 
superficially, as descriptive patterns. From such 
close proximity with natural scientists and 
engineers on the one hand, and with historians of 
knowledge and technology who had settled in 
a few floors above the media studies on the other 
hand, there emerged an important subject for 
the development of applied media studies which 
we, after the Anglo-Saxon model, branded as 
media consulting. In a similar way as historians 
had dug into the structure of the natural sciences, 
in order to be able to describe and interpret 
their history, we strived to become the vanguard 
of a new expanded hermeneutics, that would 
include artefacts, technological knowledge systems 
and scientific concepts as their object.

Relatively high above Berlin, where the 
leaders of Telefunken and other companies once 
came together for their meetings, the most 
attractive areas of the simple, functional, extreme-
ly cheap and quickly built high-rise were located. 
On the 20th floor there was a cafeteria and 
the only large assembly room. Here, in the mid- 
seventies, Umberto Eco occasionally gave 
talks about semiology and dazzled us with his 
tremendous skills of speech and articulation. 
There, in the lead-up to its German broadcast in 
the late 1970s, we also held a screening of the 
American miniseries “Holocaust”. That screening 
has embedded itself deep within my memory. 
Through important newspapers of the far right, 
such as the Nationalzeitung, we had summoned 
old and new Nazis to come to the Telefunken 
building, to attend a preview of the series about 
the fate of the Jewish Weiss family in the so- 
called Third Reich and discuss it with us. And 
they came—former SA and SS people as well as 
soldiers and young right-wing activists. The 
discussion was intense. We recorded it illegally—
the participants had forbidden video recordings 
beforehand—and some of the harshest remarks 
were used in our film Responses to “Holocaust” 

in Western Germany (1979), which we then 
took with us to the USA, in order to discuss it in 
universities and with Jewish communities. 
The view from the cafeteria over the Great Star 

 Refugee Republic emerged in 1992, at a time 
when the vast majority of people had not even heard 
about the Internet. It was only 20 years ago, the state 
of global communication dramatically different. Hard 
to re-imagine — I recall telephone charges of $5 for 
a 3 minute international call.

 Soon, however, deregulation of markets and junk-
bonds (themselves a product of deregulation) exploded 
all over and an epic economy, communication and 
transportation revolution was unleashed in America. 
Europe and Asia happily copied and cooperated and 
with little delay generated a second wave. The turbo-
capitalist driven globalization also created a refugee 
wave of unknown proportions and extreme diversity.

 After visiting refugee camps in China and 
Indochina as a self-styled reporter for one of the main 
German daily papers (in itself a proud but perhaps 
equally dubious achievement at that time) I realized 
that I was not writing an in-depth 30 page piece for 
the New Yorker magazine. My report got chopped 
into meaningless reinforcements of stereotypes at the 
expense of the real story. While a headline “Refugees 
Bored to Death in Camps Along the Thai/Cambodian 
Border” would have been closer to reality, it wouldn’t 
have exactly make the papers fly off the shelves. 

 My writing was probably pretty atrocious as 
well... and did not help convey “the story”. At least 
I figured that I had understood something that the 
vast majority of the players in the refugee industry 
(including refugees themselves) had not. And 
something had to be done about that.

 The ambiguous and anonymous format of the 
website that was created to establish the idea of the 
Refugee Republic lead to some unwanted attention 
from copyright lawyers, UN administrators and 
lawyers) and developers. In my first work using 
Photoshop, I corrupted the Rolls-Royce logo — or 
rather — appropriated it. At that time, the RR marque 
was temporarily in the hands of the Volkswagen 
Company before it was forced to transfer the rights 
to BMW (the company that owns it to this day). It 
seems that they quickly figured that dissolution of 
the brand was not exactly against their interests. 
Besides, the joke was on me: When I was able to 
fly the RR flag on the flagpoles surrounding Berlin’s 
famous Ernst-Reuter-Platz (a large roundabout on 
Berlin’s most iconic axis) by special permission from 
the Senate of Berlin, my sense of achievement did not 
last long. The flagpoles are reserved for flags of other 
nations greeting their heads of state when driving 
from the airport to the Brandenburg Gate. But the 
Berliners complained: “What a sell-out — now even 
the government sells their flagpoles for Rolls-Royce 
advertisements.” The flags had to be taken down 
unceremoniously after a few days. So much for the 
power of a good logo and the good intentions of clever 
appropriation.

 Besides, the politically minded art critics of 
the left leaning paper I used to write for thought 
“tasteless” and “disgusting” were the proper words 
for my project in conjunction with the use of the RR 
logo and other stunts.

Maybe I overdid it. At conferences I would show 
up in a suit and tie and talk about the creation of an 
investment vehicle so that far sighted speculators 
could literally pump money into Refugee Industries. 
I started a Refugee Republic Corporation with 20 
million shares (one for each refugee at the time). 
I thought turbo-capitalist tools were at least in 
part to blame for the rapidly expanding worldwide 
refugee crisis of the early 1990s. Therefore, using 
them seemed logical to alleviate the malfunctioning 
politically led refugee administration that would 
keep people literally parked in camps for years with 
nothing to do — and worse — no chance to exercise 
their culture.

 UNHCR — the UN High Commissioner for 
Refugees — one of the better functioning agencies 
of the UN. However, even in 1995, they did not have 
so much as a website. When I built my website for the 
Refugee Republic I included a lot of supporting data 

with “Golden Lizzie”, that refined angel, on 
top of the Victory Column, from which one could 
then still take the final leap into the abyss if 
one were to feel an urge for that, was half-
panoramic. It was a powerful overview that could 
be acquired from up there. Appropriately, it was 
from that perspective that we shot the first 
emission of our own video channel, which Erwin 
Reiss and I named BaF, Besser als Fernsehen 
(Better than TV). One Saturday before the annual 
military parade of the Western Allies, we got 
ourselves locked in illegally along with some fellow 
students, so that we could film the procession 
of heavy tanks and military equipment of the 
Americans, the English and the French with the 
video camera. This apparent attack on our 
university we then incorporated dramaturgically 
into our agitprop video against the new and, 
of course, reactionary Framework Act for Higher 
Education.  

Such activities were understood as belonging 
to a tradition which has remained relatively 
unknown in German media history. It belongs to 
the anonymous history. In the Weimar Republic, 
the worker’s movement had developed a lively 
culture around the new medium of the radio, and 
was even able, with the help of exhibitions and 
its own newspapers, to create an audience for the 
activities of the radio amateurs and program agi- 
tators. One of their formats, which fascinated 
us the most, were the listening-in evenings. The 
clubs and associations of the Workers’ Radio 

Movement (ARB) invited people to public events 
where, with the help of a powerful receiving 
unit, one could listen to and discuss certain pro- 
grams of radio stations like Radio Moscow 
or Radio London. We adapted this idea when, in 
the beginning of the 1980s, we sought to engage 
in the debate around new telematic and digital 
media. We invited pirate broadcasters who were 
being monitored by the police, such as Radio 

Kebab from Kreuzberg, or edited videos in which 
we presented the communication innovations of 
the future, such as on-screen text, the open chan- 
nel for the so-called citizens’ television, the first 
computers that came to use in semiprofessional 
life. These listeners’ and spectators’ evenings were 
also useful for empirical research. It was here 
that we carried out numerous experiments 
with selected social and political groups about their 
expectations and uses of old and new media.

For a short while, in 1994, the New York- 
based artist Ingo Günther, who had studied 
in Düsseldorf with Nam June Paik, succeeded in 
lending heterotopic qualities to the otherwise 
utterly cold Ernst-Reuter-Platz. As part of his pro- 
ject on the proclamation of a Refugee Republic, 
he flew the flag in the middle of the round- 
about with the abbreviation of his imaginary 
republic: for a few days, it was the RR logo of a 
British manufacturer of luxury cars which 
fluttered instead of the European flags which 
normally adorn the square.

and material from the UNHCR. And – I figured that 
since the UNHCR.ORG domain was not registered – I 
should create a gateway to refugee.net, the name that 
I had chosen to host Refugee Republic. After all, my 
site was the first one dedicated to refugee issues. 
Eventually UNHCR took notice and panicked: even 
before I received a toothless cease-and-desist letter 
from Geneva, an article in the Economist took issue 
with what some UN bureaucrat in Geneva thought 
was a scandalous exploitation of weak domain name 
regulation. Before the next issue of the Economist was 
out I had managed to put UNHCR.ORG back into the 
pool of available domains. It took a lot of calling and 
writing, but I got it done. There the domains sat for 
close to a year — unclaimed. Eventually I registered 
it again and set up a dedicated site for it pointing to 
an obscure URL at the UN server that at that time 
was not even called UN.ORG but UNICC.ORG /
Gatekeeper / agencies / temp / refugees.

 In the meantime I got a few calls from some 
people at UNHCR who wanted to hire me to pool 
resources and do their website. I felt much better - but 
respectfully declined. I knew that I would be more 
effective not having to coordinate with a massive 
bureaucracy despite common goals.

Eventually UNHCR established their own site in 
Switzerland (where UNHCR is headquartered) and 
right on the main page you could read “We are not 
Refugee Republic. We do not have any connection 
with Refugee Republic”. Ahh — those lawyers…

 Unintended consequences. And then there was 
this developer from Hawaii. He thought the idea was 
just brilliant. Would I cooperate with him and send 
some 20,000 refugees to a pristine island in the 
middle of the Pacific? He had a document from the 
former King of the Marshall Islands that gave him 
title over the island. He just needed a population. 
Soon, he could be not only owner of an island but 
perhaps head of state. He would not only be able to 
print his own postal stamps but also his own money! 
He thought refugees were true capital or a bargaining 
chip at least. One that he was ready to use. I was 
not, even if I would have had 20,000 refugees at 
hand — which I did not.

I do believe that I sold him a few symbolic shares 
in the Refugee Republic Corporation though which 
expired a year later. It had been wildly entertaining 
to visit that elderly American cowboy in Waikiki. 

 After presenting RR in Japan I also learned 
that a significant amount of Japanese actually think 
of themselves as a special type of individual re- 
fugee — somehow exiled inside their own country. 

 After 20 years, the website and the project itself 
has almost made itself unnecessary. I am glad that I 
could funnel all offers for donations and investments 
to organizations such as US Committee on Refugees 
(now USCRI) and other NGOs — including UNHCR. 
And, even better, one of the core ideas — to offer 
communication to refugees just as much as food and 
shelter — has been absorbed into the standard manual. 
Examples include the dedicated radio stations that 
Internews has set up for refugee camps in Darfur 
and elsewhere.

 As one of the first projects of this type and scope 
it was rife with plenty of novel ideas and perspectives. 
As such, it has been copied and replicated and stolen 
by many in the art world — and even better — the 
real world. For that, I am thankful. And, of course,as I 
hoped, for the project to be successful, a real Refugee 
Republic would not emerge. 

Tokyo, 2012.
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also pushed the envelope as far as general definitions 
of music are concerned. And let’s not forget the 
Festival of Ingenious Dilettantes in West Berlin 
in 1981. That was just as transgressive. Considered 
from a musical, performance and artistic point 
of view it was a primal soup of experimentation. 
Even the Loveparade, which started in 1989, 
had its roots there with Westbam and Dr. Motte. 

To what extent were the Ingenious Dilet-
tantes also queer and political?
The music was queer like the people who 

made it. And in spite of that, misunderstandings 
abounded: Tabea Blumenschein, who had rela- 
tionships with women, once described it like this 
in an interview: “I constantly have to explain to 
the women in Blocksberg J8 [ a lesbian bar, where 
Risiko was later founded—Editor’s note] that 
I don’t use make-up and make myself pretty for 
men but for myself and other women. I don’t 
make myself ugly in order to displease men, like 
the feminist Alice Schwarzer does. I make myself 
pretty for women!” With this attitude she was 
at that time an absolute rarity. In her time, roles 
and genders were intensively questioned and 
classifications were confounded. If someone ques- 
tioned established gender classifications with 
their role-playing he or she didn’t have to be gay, 
lesbian, heterosexual or something else—David 
Bowie is an example of this openness. 

That’s right! (Laughter) So it was the 
crossing of boundaries as a political and 
artistic statement? 
Rather upsetting the boundaries, questioning 

them, setting them vibrating. The end of the 70s, 
beginning of the 80s, was open to a lot of things in 
this regard; we still didn’t know what was possi- 
ble, what it would all mean in the future. The works 
that became important later were often made 
with the simplest methods and materials. They 
weren’t appreciated until much later. 

Would you say that there’s any description 
or definition that fits the artistic attitude of 

the punk scene in the eighties as a whole? 
Particularly regarding Ingenious 
Dilettantism? I’m thinking of the great 
predecessors of punk like François Villon, 
Valeska Gert, Anita Berber and Nico.
Well, there are very different ideas about what 

punk is. If you ask me then humour, meta-irony, 
plays a role. That’s something that’s often obscured 
in retrospect. Instead it’s the macho gestures 
of some individuals that are made to stand in for 
all of “punk”. I would say that Valeska Gert 
definitely seems to have been an artist who as 
early as the mid-seventies was a role model to very 
different artists from the Ingenious Dilettantes 
scene—Gudrun Gut, Wieland Speck, Yana Yo, 
Frieder Butzmann, Ogar Grafe, or even myself. She 
was our pre-punk, you could say, carrying out 
radical musical, artistic and performative projects 
without concern for commercial viability as 
early as the 1920s. It was not so much a matter 
of destruction as a special kind of realism; a 
deconstruction that makes it possible to see things 
in a new way and creates a new form.

Which role do illustrious women play for the 
punk avant-garde and for yourself? Like 
for instance some of the above-mentioned, 
partially forgotten women artists, but also 
the big divas such as Marlene Dietrich, 
as well as wonderfully independent beings 
like Tabea Blumenschein or Zazie de Paris.
Particularly in the early 1980s women artists 

and queer personalities like Zazie de Paris played 
a much larger role than they have been credit- 
ed with in later historical accounts. There they’re 
often relegated to the realms of the exotic. 
Thus for example the legendary Eisengrau-Laden 
H8 was set up in in West Berlin, a centre for 
music, audio cassettes and fashion on the initiative 
of Gudrun Gut and Bettina Köster. Anne Wilke 
founded the punk club Shizzo G-H 10, the famous 
Risiko J8 was co-founded by Stefanie Malknecht, 
and Monika Döring organized concerts at the 

Loft H 7. So a lot of subcultural shops, nightclubs, 
venues and projects emerged thanks to women 
who took the initiative. Unlike the men who 
discovered those venues a couple of years later, 
like for example Nick Cave, who came to 
Risiko in 1982, they are now referred to either 
seldom or not at all.

I would like to return briefly to my question 
of the foundational female personalities 
of punk. Why are Valeska Gert and Nico so 
important to you?
Both are great, multi-faceted artists who go 

on the offensive and bring the contradictions 
that each person carries within herself out into 
the open. And Valeska remained young well 
into old age—no wonder that she got fan mail 
from the first German punks in 1977, when 
she was 87 years old!

It’s similar with Nico’s uncompromising 
attitude. In this society, men and women are not 
granted the same liberties, they’re not treated 
equally. Especially not as they grow older. 
But both these women artists ignored that in their 
work while at the same time being aware of 
the different standards. They both cared and did 
not care. You can see it in their art and music: 
Valeska had a distinctive, expressive face and a 
figure that was too powerful for a dancer; she didn’t 

fit with the standard of classic feminine beauty 
of her era. But she didn’t care! And Nico seemed not 
to care, in a certain way, about her seductive 
beauty. I also particularly liked the realism that Nico 
embodied. In 1980, for example, she had to 
sing Frank Sinatra’s “New York, New York” and 
you can tell right away that she didn’t want to. 
Her deep, beautiful voice sings in a concentrated 
way, meanwhile her face expresses something 
close to revulsion; as if she wants to say: “what a 
mess, what a piece of crap, what a daft song.” 
At least that’s what it looks like in the film 
No Wave—Underground ’80 Berlin–New York by 
Christoph Dreher, about the Berlin–New York 
axis. A brilliant rendition!

I’m incredibly impressed by the determi-
nation of both of these women. Maybe I couldn’t 
or wouldn’t want to be so resolute myself at 
all. Who knows? The typical male poses of 
conquest, by contrast, are very boring. This kind 
of “going beyond the limits”, the colonial con- 
quest—how dreary. This laborious deliberateness, 
so often accompanied by the pathos of macho 
posturing. Maybe it’s just an effect of constipation? 
In any case, Valeska Gert and Nico crossed 
boundaries as a necessary result of their ideas. 
That’s much more interesting. 

There once was this musical fellow 

Whose favorite colour was yellow 

He could play a sonata

While he ate a tomato

And this fellow he really could bellow

  Emmett Williams (2003)

Frau Block, what was it that prompted you 
to open a shop and gallery for scores and 
artist records in Berlin in December 1981?
Together with the Akademie der Künste H4, 

the Berliner Festspiele had organized an exhibition 
called “For Eyes and Ears”. It showed what was 
happening on the fringes of the official concert and 
art worlds, where composers and visual artists 
were crossing boundaries, exploring each other’s 
media, and arriving at interesting results. I 
supervised the sound archive, containing materials 
that had been collected during the preparation 
for the exhibition – mostly records released in 
short runs by small publishers, galleries or private 
presses. Talking to visitors to the exhibition 
I quickly realized that there was a lot of interest 
in this hard-to-come-by material. And so I de- 
veloped a plan to fill the gap.

With the address in Schaperstraße you took 
up a familiar location in Berlin.
I had the good fortune to take over rooms in 

the Block Gallery G7 and hence to be able to 
carry on a tradition. Earlier on a lot of artistic ac- 
tivity had taken place there, what Dick Higgins 
had called “intermedia”. Besides Fluxus there had 
been a series of so-called acoustic rooms in the 
1970s, with Nam June Paik, Wolf Vostell, Mauricio 
Kagel and others.

It might have been in keeping with the times 
if you had called your gallery Intermedia, 
but you didn’t, you called it gelbe MUSIK 

I remember many further exhibitions 
with “visible music” by composers or 
acoustic works by visual artists.
Yes, by John Cage, Hanne Darboven, Claus 

Böhmler, Earle Brown, Ivan Wyschnegradsky, 
Dieter Schnebel, Gerhard Rühm, La Monte Young, 
Die Tödliche Doris, Christian Marclay, Luigi 
Nono, to name just a few.

The centrepiece of the gallery was, 
however, —  this I also remember — a 
monolithic object in the centre of the room 
with a profusion of drawers for hundreds of 
records, a sort of rummaging-table…
The media offerings encompassed all available 

recordings of meta-music, minimalism, pho- 
netic poetry, early avant-garde, electronic music, 
sound art, conceptual art, in other words 
artist’s recordings, products from the border-zone 
between sound and image.

gelbe MUSIK became a meeting-place and 
an info-exchange for musicians, dancers, 
organizers and journalists. It was above 
all a place of exchange and less a place of 
trade, as Fiona McGovern once put it. 
An important first step towards a wider 
public was the gallery’s presence at 
documenta 8 in Kassel. Next to Beuys you 
were probably the only person who was 
there for the 100 days and spoke with visitors.
For me it was an important time in that I 

was able to make contact with an international 
circle of interested people. The business couldn’t 
survive from the Berlin public alone. International 
operations became important. At that time we 
were regularly ordering inventory catalogues and 
commenting on new releases.

Early 1994: several dozen artists and theorists 
assemble at the Zeiss Planetarium N1 at Prenzlauer 
Allee 80. At the Data Dandy Congress representatives 
of Botschaft e. V. K5, the agency BILWET, the minimal 
club, and many others discuss media and techno-
culture.

Off to the side stands a computer with monitor 
and keyboard, connected to the internet. It has been 
installed by members of the club Lux Logis (Barbara 
Aselmeier, Joachim Blank, Armin Haase and Karl 
Heinz Jeron). The communication project that the 
terminal is running, Handshake (1993-94), represents 
possibly the first work in a genre that will later come 
to be known as internet art, net.art, a term that begins 
to crystallize in the second half of the 1990s — in 
Berlin not least of all — and comes to stand for art 
that makes use of the internet and its techno-cultural 
materials. Meanwhile hardly anyone among those 
hotly discussing media theory in the planetarium 
hall has in mind practical connections with electronic 
arts beyond animation, video and techno-visuals. The 
World Wide Web has just acquired its first image-
capable browser. As far as art is concerned it remains 
terra incognita. The “Summer of the Internet” is still 
(relatively) far off.

Some months later, in November 1994, Eva 
Grubinger unsettles visitors to the gallery Eigen+Art 

office of Internationale Stadt M6, an organization that 
emerges from Handshake and Clubnetz in 1995 and 
looks to Amsterdam for its inspiration, is located in the 
former West Berlin (in Kreuzberg at Prinzessinenstr. 
19/20).

There is no reason to see a homogeneity in 
the internet art taking place in 1990s Berlin. There 
certainly did not exist a scene meeting at fixed 
locales. But if one nevertheless wants to mention 
venues then it becomes impossible to omit servers 
and mailing-lists. Internationale Stadt is a node in 
the web that under its heading “art” includes, for 
instance, a web version of Daniela Alina Plewes’ 
association-generating interface Muser’s Service 
(1994). Internationale Stadt guarantees a relative 
stability in the perception of internet art. On the other 
hand, the mailing list Nettime, established in 1995 by 
Pit Schultz and Geert Lovink (Amsterdam), ensures 
the necessary instability for discussions around the 
label net.art.4

Beginning in 1996 the art market in Berlin 
starts to take on a new shape: just as the Hamburger 

Bahnhof J3 is being opened as a “museum for the 
present” the European art forum Berlin takes place 
in November — a counterweight to Art Cologne. 
A predictable media-art sidekick to this is the 
exhibition files — Art as Position in the Age of Global 
Technologies, curated by Oliver Schwarz. Making 
use of the building of the gabber club Bunker K4 at 
Albrechtstraße 24-25, which today houses the Boros 

Collection, it shows works of internet art brought 
together by Pit Schulz (Representing the real net 

art5). Despite attempts like this to bring internet art 
and the market closer together it is a period when 
internet art remains at both a spatial and a categorical 
remove from commerce: again in November 1996, 
but this time no longer in the neighbourhood of 
the art market, Florian Clauß and Micz Flor show 
CyberTattoo in the apartment-gallery luxus cont. L2 
at Arkonaplatz. The work consists of a tattoo machine 
connected to the internet capable of tattooing designs 
loaded from the project website (for example the 
logo of the Netscape browser). At the end of the 
decade initiatives like the artists’ collective shift K3 
run by Martin Berghammer and Milo Frielinghaus at 
Friedrichstraße 122/123 from 1997 to 2001 or the 
Mikro –Verein zur Förderung von Medienkulturen 

e. V. N8 (Micro–society for the promotion of media 

cultures, 1998–2001)6 begin to provide internet 
culture with a semi-institutional framework.7 A 
special, audible case of internet art, NetAudio (and 
experimental internet radio8), begins to flourish in 
Berlin thanks to the activities of, among others, Radio 

Internationale Stadt (later ORANG) — a survival of the 
Internationale Stadt Berlin, closed on April 1st, 1998. 
In the course of the same year the media arts lab N6 
of the artist colony Bethanien (still at Mariannenplatz) 
offers space for off-line discussion with grants, talks 
and exhibitions of computer and internet art. A series 
of talks there culminates in a symposium conceived 
by Vali Djordjevic and Gerrit Gohlke. From October 
30th to November 1st participants from Moscow, 
Amsterdam, London, New York and Berlin come 
together for discussions under the title, Internet, Art, 

and the Public — Distribution Strategies for Internet 

Art. If the basement club DaimlerChrysler L3, run ca. 
1999 by Sebastian Lütgert and others at Torstraße 
161, tends to stick in our memories, then it’s partly 
owing to its conceptual proximity to Rolux. From 
1998 onwards Lütgert operates this website and 
mailing list in the activist spirit of internet art. In 1999 
Berlin becomes familiar with the slogan “Partners 
for Berlin”; at Rolux this becomes “Partners against 
Berlin”. Friendly handshakes as in 1994 are a thing 
of the past.

Early 2000: until now, Berlin was a place 
somewhere out there between Linz, Amsterdam, 
Cologne, New York and Moscow — on nettime. Now 
it has generated its own net.art canon,9 supplied 
national and international exhibitions,10 and in- 
stalled an “independent German-speaking mailing 
list for media and internet culture”.11 Berlin has 
been mapped. Not only does Berlin have ISDN lines, 
everyone now has shares in Deutsche Telecom too. 
And technology values are the new internet art.

L3 at Auguststraße 26 with an installation consisting 
of a terminal connected to the internet. Computer 

Aided Curating, C@C, represents the first attempt to 
integrate web-based art into the commercial gallery 
system. C@C is a link-based interface, designed by 
Grubinger and the programmer Thomax Kaulmann, by 
means of which artists can curate artists. Projects like 
Christine Meierhof’s Auftragsdiebstahl or Pit Schultz’s 
metaphorical <PLUG> Orgasmotron 0.1 Alpha are 
presented.1 But the idea of exhibiting internet art 
is hardly taken seriously by commercial galleries. 
Berlin gallerists see the internet as a superfluous, 
specialist medium, good for acquiring neither money 
nor customers.

In 1994 the internet is not something that 
happens at home. Telephone lines in Berlin’s 
most coveted districts (Mitte, Prenzlauer Berg, 
Friedrichshain) — except where one has been 
tapped — are either entirely absent or else unsuitable 
for data-transfer. Perhaps it is this special quality of 
the city that explains the fact that when, shortly after 
Handshake, the IRC project Clubnetz is initiated 
and installed at East Berlin locations like Friseur K5 
at Kronenstr. 3 and Elektro K5 at Mauerstr. 15, it 
connects sub-public temporary autonomous zones2 
rather than living rooms or academic institutes.3 The 
same special character is also the reason why the 

Barred exits, situated in the middle of the tram 
platform. Barricaded doors. Badly constructed, 
almost crumbled steps. Chained iron gates. Dark 
backyard corridors. Boarded up fence doors. 
Taped and bricked up windows. No clue, no 
decipherable signifier to suggest what is behind 
them. Opaquely embedded in the structure of 
the cityscape, inconspicuous doors light the 
way for a small number of insiders entering the 
Berlin nightclubs of the post-reunification 
period. Those temporary places with such diverse 
names as Kunst + Technik L4, berlintokyo L3-4, 
Snipers L4, Friseur K5, Panasonic K3, Freitagsbar 

M3, Suicide Club M4, Hohe Tatra L3 or WMF 

K-L-M4, exemplify paradigmatically the utopian 
appropriation of urban space in the anarchic, 
energetically fluid period of reunification after 
1989. 

The fall of the Berlin Wall changed global 
constellations of space and power in an abrupt and 
radical manner. A bipolar world marked by 
clear-cut boundaries and distinct ideological codes 
lost its lynchpin. Rigid structures became fluid 
again and had to be redefined; new potential 
spaces emerged. Berlin — the erstwhile front-line 
city, covered in barbed wire, checkpoints and 
concrete walls — was suddenly no longer on the 
periphery between East and West, but instead 
found itself morphed into the geo-strategic centre 
of Central Europe. What occurred was not only a 
political upheaval, but also a “spatial revolution 
that left no aspect of life untouched.”1

The global collapse of power was transmuted 
into an ongoing process of the transcendence of 
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borders, the physical space becoming a stage for 
social reorganization. “Freed and no longer 
anchored in old power relations, everything was 
reordered, moribund coalitions dissolved, 
new ones were formed.”2

While everyone everywhere gushingly cele- 
brated the fall of the Berlin Wall and politicians 
hurriedly prepared for reunification, the physical 
appropriation of the newly accessible Berlin got 
underway. In the city’s west space had been scarce 
for a long time and therefore had been managed 
with the restrictive gestures typical of institutional 
authority. In the east on the other hand, the state 
order imploded releasing the largely vacant districts 
around Friedrichstraße, Torstraße, Rosenthaler 
Straße and Oranienburger Straße to become labo- 
ratories for electronic music, hedonistic 
intoxication and experimental artistic practices. 

Techno was practised here as a subculture 
and most of all as a lifestyle,3 not just as a musical 
genre. In the urban fabric of Berlin it found a 
topographical field for experimentation; gradually 
there evolved the foundation on which the 
subcultural appeal of Berlin rests to this day. The 
new machine music would become a location 
factor – a downright economic one – of the (soon 
to be) capital, but for the time being it could 
be tested out in the most exciting venues, such as 
bunkers, warehouses, factories or many others: 
“Suddenly there were all these spaces to discover 
[...], at all the places that recent history had 
discarded a new kind of music was suddenly being 
danced to and reinvented on an almost weekly 
basis.”4 In addition to the legendary, albeit 
spatially fixed clubs like Tresor N5, Walfisch N5, 
E-Werk K6 and Planet N5, one can observe here a 
subcultural practice that was defined by the brief 
appropriation of urban space and that realized 
itself in opaque, counter-public structures. Some 
places were only used for a single night of 
partying, some temporarily for a few days, weeks 
or months. Thus, an audaciously composed, 

clandestine network of bars, cafés, galleries and 
clubs arose in Mitte. The physical skeleton of 
the city was transformed into temporary topo- 
graphical worksites of imaginary, utopian spaces, 
on which the new machine music was based.5

It was not merely in order to mislead the 
authorities that this fluid, pulsing network of clubs 
(and bars, galleries and cafés) remained visible 
and accessible only to the initiated. Constantly 
changing addresses were passed on by word 
of mouth, flyers, mailing lists or even answering 
machines. These restrictive approaches to the 
transmission of information were intended to 
publicize the club while at the same time hiding 
it.6 In a quasi-dialectical interplay between 
revelation and concealment, between discovery 
and disguise, the restrictive informational practices 
(pre-)selected visitors too. As an effective topos 
of social distinction, the club can thus be regarded 
via the parameters of information asymmetries, 
possibly even as their consequence: “When a club 
becomes well known, its power of social distinc-
tion starts to diminish. This is in keeping with 
the law of information theory that the less likely 
something is to occur as an event, the more 

informative it is. The net of information around a 
club is always two-sided: there’s a crowd that 
knows where “people” go, and another crowd that 
wants to know it”7, writes Stefan Heidenreich, 
thus identifying the sensitive communication 
mechanisms that underlie the mythologization of 
the Berlin club landscape. 

This covert existence is what ultimately de- 
termines the ephemeral character of Berlin’s 
clubs during and after the German reunification; 
it is precisely the phenomenology of ephemerality 
that constitutes them, topologically speaking, 
as Elsewheres. The clubs were places that were 
characterized by fluidity, agility and flexibility 
rather than physical and stationary permanence. 
Exactly this allowed them to spread within 
the lose rhizomatic structure the Berlin of the post- 
reunification period. They could vanish without 
notice and, given their already provisional nature, 
evaporate into non-existence in the blink of eye. 
But of course this was only an intermission: 
suddenly they would resurface to celebrate their 
existence at an even “hotter location”.8 In this 
way, the locational character of the club is founded 
precisely on the temporary nature of topological 
autonomy,9 on its permeability and its event- 
ful character, rather than on a stable geographic 
location. In his famous radio lecture on France 
Culture in 1966, Michel Foucault provided a con- 
ceptual framework for reading these specific 
topoi in the context of a social dispositive. Those 
places that provide space for imaginary utopias, 
and in their structural nature are diametrically 
opposed to the everyday institutions of instrumen-
tal reason — residential buildings, workplaces, 
transit zones etc. — he calls heterotopias. They 
manifest as existing, physical places that realize 
utopian ideals and alternative realities and in many 
ways fracture the conventions of everyday life 
outside the normalized and disciplined space of 
society. Thus, they are “special spaces, within 
some social spaces, that have another function 

than all other spaces and sometimes even complete- 
ly opposite functions.”10 By being inscribed in 
the physical, urban structure they create space for 
the improbable and impossible.

Berlin’s clubs of the ’90s and ’00s were just 
such heterotopian places. It is true that the 
capitalist logic of valorization recuperated techno 
for its own purposes and the municipal author-
ities gradually developed the capacities required to 
domesticate the temporary autonomous zones in 
the middle of Berlin. But in their time they 
represented counter-spaces to the systems of eco- 
nomic, social and political order. For a while 
the fragile, fluid, and open condition of Berlin in 
the immediate post-reunification era provided 
ideal conditions for their flourishing. Hence the 
Berlin clubs of the period of the mid-’90s and 
the ’00s should not therefore be treated as 
merely hedonistic sites of reception, but rather 
as eventful, influential and effective sites of 
production. Their ephemeral and utopian qualities 
place them as a highly relevant plateau within 
the nervous dynamics of media thinking and acting 
in Berlin. 
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Refugee Republic at 
20. Looking back.

Shortly before the magazine SoundS ceased publication, 
the cover of its last issue in January 1983 was graced 
with a photo of Jeffrey Lee Pierce, the singer and guitarist 
of the US band Gun Club; Harald inHülsen wrote a two 
page cover story on him. 

One could read that Pierce was the president of the 
Blondie fan club in Los Angeles and that that connection 
had resulted in the collaboration on the second LP, 
Miami, produced in 1982 by Blondie guitarist Chris 
Stein. The first LP was called Fire of Love; songs such as 
“Sex Beat”, “Preaching The Blues”, “She’s Like Heroin 
To Me” and “Jack On Fire” displayed a wild, stunning, 
never-before-heard combination of rock, blues, punk 
rock, rockabilly, country, swamp, soul and traditional 
American music. 

Most of the tracks were by Jeffrey Lee Pierce; one 
song was written with the help of guitarist Kid Congo 
Powers and two more, heavily revised by Pierce, were 
penned by Robert Johnson and Tommy Johnson. Later 
came the live album Danse Kalinda Boom, the EP Death 
Party and The Las Vegas Story from 1984.

On 14 May 1985 Jeffrey Lee Pierce was billed under 
his own name for a concert at the Loft H7, in the former 
Metropol theatre and cinema at Nollendorfplatz. His 
first solo album, entitled Wildweed, had been released 
shortly before. Unlike the Gun Club albums it gave a more 
moderate impression while at the same time broadening 
the musical spectrum. His Japanese girlfriend Romi Mori 
played guitar on the album. The very first song, “Love 
and Desperation”, opens with a saxophone. “Sex Killer” 
refers to the first album with its “Sex Beat”, songs like 

Among the obituaries following the demise of American 
neurologist and author Oliver Sacks at the end of August 
2015, there was a contribution by the Deutschlandfunk 
radio station recalling the story of how at the invitation 
of drummer Mickey Hart, Sacks had once attended 
a Grateful Dead concert. Sacks, who until then had 
described himself as a fan of Bach and Mozart, had 
gotten a seat at the back of the stage in Madison Square 
Garden from where he could let the rhythm and beat 
work on him. “Friends started dancing, everyone was 
moving with the music” – that’s how Sacks himself 
describes the evening of the 14th of September 1991, 
when he became a Deadhead. Oliver Sacks’ account 
of this musical event can still be found on the Internet, 
with the title “The Grateful Dead & The Power of Music”.

I had become aware of the Grateful Dead in the mid-
’60s when some of their songs, including the ten-minute 
Viola Lee Blues from their first LP, had been played on the 
program Musik für junge Leute [Music for young people], 
created by Klaus Wellershaus on NDR 2. At that time pop 
music had an exotic charm when played on the radio. 
There were hardly any programs back then that focused 
on pop music. With Klaus Wellershaus, pop music got a 
program as a matter of course.

At first, the Grateful Dead’s music was a blend 
of rock and blues, R&B, bluegrass, blues, country and 
folk. If you listen to the guitar solos on the recording “I 
Know You Rider”, from the live album Vintage Dead, and 
“Sittin’ On Top of the World”, one of the songs from the 
band’s first studio album, it becomes clear how deeply 
Jerry Garcia’s guitar playing is informed by bluegrass 
music and banjo playing. Influences from electronic 
and experimental music, especially composers like 
Luciano Berio and Karlheinz Stockhausen, dominate 
the albums Anthem of the Sun (1968) and Aoxomoxoa 
(1969). In the latter half of the ’60s, the Grateful Dead 
held numerous free concerts; they signed record deals 
with MGM and Warner Brothers. The Grateful Dead were 
financed by the LSD chemist Owsley Stanley, who went 
by the name “Bear”. At that time, the Grateful Dead were 
as well known for their largely improvised music as for 

their great sound system, which was called the Wall of 
Sound. Their concerts could go on for over four hours. 
Their appearances at the Monterey and Woodstock 
festivals are legendary. The Grateful Dead and their 
music embodied the sense of life of the American 
youth, especially that of their enthused supporters, the 
Deadheads, who followed the band to all their concerts.

In their live appearances they often played with 
guest musicians, including Bob Dylan, Tom Petty, 
Suzanne Vega, Branford Marsalis and Pete Townshend. 
Jerry Garcia recorded albums with other bands, for 
example with Jefferson Airplane, Crosby, Stills, Nash 
& Young and the New Riders of the Purple Sage. He 
played on several jazz rock albums with the keyboardist 
Merl Saunders and made a guest appearance on the LP 
Virgin Beauty by the jazz musician Ornette Coleman in 
1988. Garcia continued playing bluegrass and country 
with a group called Old and in the Way. 

The Grateful Dead came to Europe for the first 
time in the summer of 1972. Nine years later, on 28 
March 1981 and also as a part of a European tour, they 
played the Rockpalast. On the 19th of October, 1990, 
I saw them in person for the first time. They played in 
the Internationales Congress Centrum C6-7 in Berlin 
which, being 320 meters long, 80 meters wide and 40 
meters tall, is one of the largest conference buildings 
in the world. Before that, they had already played the 
Wembley Arena in London, on which Melody Maker 
published a very detailed and exciting piece by Steve 
Sutherland, dwelling on individual songs like Stella Blue, 
All Along The Watchtower, Scarlet Begonias, Good Lovin’, 
Truckin’, Friend Of The Devil, Cold Rain And Snow and 
the whole hour-long “Playing in the Band”. In Germany 
this was limited to lukewarm coverage in the Frankfurter 
Rundschau of the 24th of October, 1990, with the title Der 
müde Tod [Weary Death]; die tageszeitung from Berlin 
mainly described the “flower children on the ICC’s Persian 
rugs” and hardly discussed the concert at all. Then, on 
the 24th of October, 1990, the Grateful Dead played in the 
Asterdorfer Sporthalle in Hamburg. Now that was a party.

“Cleopatra Dreams On” to the legendary queen of Egypt.
I went alone to the Jeffrey Lee Pierce gig and took 

the Wildweed album cover with me. At quarter past 
eight twenty people were there, at most; by the time the 
concert began there were at least 150, many black-clad 
women among them. I ran up the steps to the Loft’s 
upper rooms before anyone else did, knocked on the 
door of the backstage room and asked, after a roadie had 
opened the door, if I could get an autograph from Jeffrey 
Lee Pierce. After a few minutes, during which my heart 
beat faster, the roadie came back with the album cover, 
signed and with a drawing on it, and said: “... talk to him 
after the show.” But that seemed to me too insistent, 
annoying or whatever. I simply lacked the nerve. 

Almost half a year later, on 19 October 1985, I went 
with some friends to a Jeffrey Lee Pierce concert at the 
Pumpwerk in Wilhelmshaven. The Japanese guitarist 
Romi Mori was again part of the band, which delivered 
its best performance since May 1984. After the show I 
plucked up courage, walked into the backstage room, 
spoke with Jeffrey Lee Pierce and thanked him for the 
autograph he had given me in Berlin. When I told him I 
had come from Berlin to hear his Wilhelmshaven concert, 
he said: “Oh, that’s a long way, I know”, stood up and 
shook my hand. Then he told it to his Japanese girlfriend. 
Eleven years later, on 31 March 1996, Jeffrey Lee Pierce 
succumbed to a stroke. He was only 37 years old. In an 
interview, printed in the tageszeitung on 30 April 1993, 
he spoke about the musician Will Shatter from Flipper, 
a band from San Francisco: “They made “Sex Bomb”, 
the best song ever written on the West Coast. He was 
a good friend of mine. He’s dead now, of course. That’s 
going to happen to us all.”
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1  Wolfgang Müller, Subkultur Westberlin 1979–1989. 

Freizeit (Hamburg, 2013).

ANETA PANEK

Crossing frontiers: Paris-Berlin-Warschau,
Nico-Valeska-Marlene

1  Several months after C@C Grubinger presents her follow- 

up work Netzbikini at the Berliner Kunstverein K3 in 

Chausseestraße (1995). The work allows users to produce a 

personalized bikini pattern via the internet. In the same 

venue Blank and Jeron will later show their work Scanner ++, 

which they describe as “internet sculpture” (summer 1998).

2  In June 1994 Hakim Bey’s book T.A.Z. – The Temporary 

Autonomous Zone (1991) is published for the first time in 

German by the Berlin publisher Edition ID-Archiv K8. 

The influence of this publication on the self-understanding 

of parts of the Berlin club, internet, and techno cultures 

in the mid-1990s would reward further study.

3  In the case of Clubnetz the beginning of Berlin net.art in 

1994 coincides with the beginning of the end of the 

post-1989 Berlin sub-culture. The telephone line tapped 

for the project becomes the occasion for police to 

shut down Elektro K5, one of the most interesting Berlin 

venues of the period.

4  It should not be forgotten that the New York project 

Rhizome is initiated in 1996 as a mailing list by Mark Tribe, 

a web-designer and artist living in Berlin.

5  The slogan is in English.

6  The monthly “micro-lounges” initially take place at the 

“fourth” WMF K4 at Johannisstr. 20, later in the “fifth” WMF 

L4 at Ziegelstr. 20.

7  Along with, among others, VideoFest / Transmedia 

Festival / Transmediale at Podewil M4.

8 From the 6th to the 10th of June, 1998, mikro e. V. and 

convex tv. organize the net.radio days 98, the first 

international meeting of experimental internet radio 

projects. The venues, among others, are HalfLoop K3 and 

test bed K3 at Schlegelstr. 26/27, WMF K4 (Johannisstr.), 

Humboldt Universität Berlin L4, UniRadio Berlin- 

Brandenburg (Studio Dahlem), Mediacube L4 (Hackesche 

Höfe) and Jazz-Club L3 (Schröderstr.).

9 Tilman Baumgärtel, [net.art]. Materialien zur Netzkunst 

(1999) Nürnberg, Verlag für moderne Kunst.

10 net_condition (ZKM, 1999/2000) and Update 2.0 

(ZKM / Goethe Institutes worldwide, 2000–2004).

11 Rohrpost (established February 2000).

ICC — October 19th, 1990:
GRATEFUL DEAD

Loft—May 14th, 1985:
JEFFREY LEE PIERCE
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and up until the 1983 concert I gradually bought all the 
Bowie records from Space Oddity to Baal.

At the sold-out Waldbühne show on the 20th of 
June 1983 � 22,000 fans were gathered there � David 
Bowie’s band, comprised of musicians such as Carlos 
Alomar and Earl Slick along with others who had 
also been on his most recent albums, played for two 
hours. Bowie opened with “Heroes”, that secret Berlin 
anthem from the time when he lived on Hauptstraße 
in Schöneberg; then followed songs such as “Space 
Oddity”, “Life On Mars”, “Cracked Actor”, “Rebel 
Rebel”, “Station To Station”, “Stay” and – as an encore 
– “Modern Love”. During the concert, which began in 
broad daylight, it grew increasingly dark; night fell over 
the city and a magical, bright crescent rose over the 
Waldbühne. Serious moonlight. 

In the summer of 1983, David Bowie came and 
gave a concert in the Waldbühne C4 in Berlin as part 
of his “Serious Moonlight” tour, which took him through 
a total of fifteen countries. The Waldbühne, built in 
1936 as part of the construction work for the Olympic 
games and modelled on the ideal type of ancient 
Greek theatres, had acquired a dubious reputation as a 
concert venue ever since the legendary Rolling Stones 
concert in 1965, which lasted about twenty minutes, 
left a big part of the facilities in ruins and turned the 
Waldbühne into a battlefield. In 1981, the businessman 
and concert promoter Peter Schwenkow acquired the 
rights of use for concerts at the Waldbühne.

I became aware of David Bowie’s music much 
too late; I had been unable to warm to his Space 
Oddity and the music I was listening to at the time 
was completely different and had no connection to 
that which David Bowie represented.  

In 1977, my mother was a member of a book 
club that at certain intervals offered its members the 
opportunity to buy a book or a record in the club’s 
own shops on favourable terms. The nearest record 
store was in Oldenburg, more than 60 kilometres 
away, and I travelled there on behalf of my mother. I 
couldn’t find anything among the books that aroused 
my interest. And the only record that came into 
consideration as a possible purchase was an LP by 
David Bowie, bearing the title Aladdin Sane. I took 
that one. 

What was most surprising about the album was 
not so much the outstanding guitar playing of Mick 
Ronson, but what the pianist Mike Garson conjured 
up with the keys, especially on the rather simple title 
track “Aladdin Sane (1913-1938-197?)”, its middle part 
consisting of a great improvisation into which Garson 
wove a quotation from the song “On Broadway”. 
Thus, Aladdin Sane was the prelude and the invitation 
to an intensive confrontation with the music of David 
Bowie. That same year saw the release of the album 
“Heroes”, recorded in Hansa Studio J6 “by the wall” 

Waldbühne, June 20th, 1983:
DAVID BOWIE

MARTIN GLASER speaks with URSULA BLOCK

His Master’s Noise

1 Karl Schlögel, Im Raume lesen wir die Zeit. 

Über Zivilisationsgeschichte und Geopolitik [2003] 

(Frankfurt, 2011), p. 25.

2 Schlögel, Im Raume lesen wir die Zeit, p. 27-28.

3 This subject is in this publication further thematized in  

the text Temporary Autonomous Technology Values by 

Martin Conrads, which deals with places of net art in Berlin.

4 Felix Denk, Sven von Thülen, Der Klang der Familie. 

Berlin, Techno und die Wende [2012] (Berlin, 2014), p. 9. 

5 Equality, independently of origin or religion, is a central 

element of electronic club music, as can be seen from 

the early history of house and techno, largely shaped by the 

structurally disadvantaged and marginalized African-

American minority. The lyrics to the house anthem Can You 

Feel It by Fingers Inc. (1989) are a case in point: “You may 

be black, you may be white, you may be Jew or gentile. It 

don’t (sic!) make a difference in our house and this is fresh.”

6 Stefan Heidenreich, Die Berliner Clubs, in: Klub 2000, ed. 

Nina Fischer, Maroan el Sani (Berlin, 1998).

7 Stefan Heidenreich, Die Berliner Clubs, in: Klub 2000, 

ed. Nina Fischer, Maroan el Sani (Berlin, 1998).

8 In order to break open Marc Augé’s schematic opposition 

between “place” and “non-place”, the historian Karl 

Schlögel proposes the antagonistic conceptual pair of “hot 

place” and “cold place” (Im Raume lesen wir die Zeit. 

München, Wien, 2003). While the former only exists in the 

present and is characterized by disorder, friction and 

overlapping, the latter refers to the space of administrations, 

institutions and authorites, i.e. where things are sorted and 

organized. 

9 For a more detailed discussion see Hakim Bey, T.A.Z.  

The Temporary Autonomous Zone, Ontological Anarchy, 

Poetic Terrorism (New York, 1985). 

10 Michel Foucault, Die Heterotopien. Der utopische Körper. 
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The New Television. A Public/Private Art, Cambridge, MA: 

The MIT Press, 1977.

2 Hans Magnus Enzensberger, Baukasten zu einer Theorie 

der Medien, in: Kursbuch 20, 1970, S. 159–186.

3 See Flusser’s notes in the Vilém Flusser Archive 

(Corresp. 55, part 3, document 15/2).

4 Enzensberger, Baukasten zu einer Theorie der Medien, S.XX
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6 A. a. O., S. 160. NLR 15, translation modified.

7 Theodor W. Adorno: Summary of Culture Industry, in: 

Kursbuch Medienkultur: Die maßgeblichen Theorien von 

Brecht bis Baudrillard, ed. von Claus Pias et al, München: 

Deutsche Verlags-Anstalt, 1999, p. 202–208, here 208.

8 Bertolt Brecht, Radiotheorie, in: Ebd., Gesammelte Werke 
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9 See for example Radio im Dienste der Arbeiterschaft, in: 

Der neue Rundfunk. Funkzeitschrift des schaffenden Volkes 
16, 1926, p. 363.

10 Jean Baudrillard, Requiem for the Media, in: For a Critique of 

the Political Economy of the Sign, 164–184. Trans. Charles 

Levin. Saint Louis, Mo.: Telos Press, 1981.

11 Hans Magnus Enzensberger, Das Nullmedium Oder Warum 
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