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Abstract :

Whereas Didi-Huberman, in his essay Images despite all (Images malgré tout) (2003), confronts four clichés furtively taken by an Auschwitz detainee (one of which showing a naked old lady walking to the gas chamber !) with the statement of the in-imagin-able regarding the Shoah, the aerial pictures taken by the allies don’t present themselves as testimonies. Therefore, they can’t be blamed of treason in respect of the lived experience of horror.  The issue is not any longer the controversy surrounding visual evidence but at stake here is the ethical evidence or obviousness of a call to responsibility: the decision of bombing.  Unless the relatively high definition of the pictures, which make any error of assessment almost unconceivable, in the seventies historians as Brugioni and Poirer have invoked the lack of efficiency of the photographic technique to justify this inertia. The optic prosthesis of a war machine couldn’t, seemingly, see/know more than what the naked eye ignored.  Although, despite the shortage of the photographic interpretation, we disposed of enough images and “connecting-texts” (“textes-raccords”) to confer a three-dimensional volume to the event, not to speak of the tragically sterile low-angle gaze or frog perspective of the prisoners themselves which betted on the aerial bombing as the only possible outlet of to their situation, of a future past of a still stoppable evil. 

Before talking about Auschwitz’ aerial photography, let us briefly remember the debate reported by Georges Didi-Huberman in his essay of 2003, Images malgré tout (Images despite all) dealing with the four pictures of incineration pits taken by a young Greek detainee called Alex in August 1944, member of Auschwitz’ Sonderkommando. The debate was generated by Didi-Hubermans own article published in the catalogue of the Parisian exhibition Mémoire des camps (directed by Clément Chéroux in 2001), in which he conceded a witness value « malgré tout » (despite all)
 to these images because of the urgency of the photographical act visible on the pictures (e.g. the frame of the crematorium where the clandestine photographer was hidden, the obliquity and the blurredness of the image. Hence he founds it an aberrancy to retouch the picture, blowing up the angle, setting it upright, providing restore a face to the two old ladies and, worse, lifting up the breast of the one on the right : “ This aberrant traffic reveals a crazy desire to provide a face to what, in the image itself, is only movement, trouble, event”
) 


The image-despite-all-statement has raised vehement critiques by the defenders of the “irrepresentable” and the “inimaginable” of the Shoah: Gérard Wajcman (who claims that there exists no image of the Shoah) and Claude Lanzman (for whom only oral documents have a truth value).  On a fictional level, the French character in Hiroshima mon amour of Alain Resnais, by crediting the photographic reconstitutions « faute d’autre chose » (lacking better), had to suffer analogue denials by her Japanese lover who had immerged in the event and repeated as a litany « Tu n’as rien vu à Hiroshima » (« You didn’t see anything at Hiroshima »
).  
The aerial pictures taken by the allies in 1944 don’t impose themselves as witness documents, so that the debate about the eventual failure in respect of the authenticity of the experience is not pertinent any more. Crucial here is not the verdict against veracity (which is a too immutable concept) neither against visual evidence – the Latin word evidentia derives from videre (to see) that confirms the acceptation of “juridical proof” for the photographic evidence – but at stake is here the ethical evidence or obviousness of a call to responsibility (the decision of bombing). It’s rather the pragmatic effect (the non-intervention) that these pictures have triggered and the discourses that they have raised that are worth analysing.  In spite of the relatively high resolution of these clichés, that made any error of estimation improbable, the lack of efficiency of war technique has been invoked to justify inaction: the difficulty to throw bombs with precision, the fact that the German would have immediately reconstructed the damaged railways and, more generally, that the target of these images was not military in a context where the primary goal was to win the war. This refusal is even more striking when the eye accommodates and ends by distinguishing without effort the barracks, the railways, the gas chambers and above all when these aerial pictures are confronted with the vertical gaze of prisoners who betted on the aerial bombings as the only possible outlet to their situation, on a future past of a still stoppable evil. In short, teaching Holocaust has also to teach how to look at documents, how to read them, how to combine data with other sources, how to transmit them.

The connected image

The most frequently cited picture among the Auschwitz’ aerial imagery is the one taken on 23 August 1944, at eleven a.m. An airplane of the Royal Air Force that was supposed to photograph a Nazi factory, the IG-Farben complex (specialized in oil and synthetic rubber (buna)) located at Monowitz, captures in his lens a complex situated 8 km further on, the extermination camp of Auschwitz-Birkenau (Auschwitz II). The version with annotations shows clearly the pits in the open air to burn the bodies (www.aidh.org)  

Right away this aerial picture happens to be a “connected image” (“image raccord”) in the terms of Florent Brayard who affirms: “The rendition of crematorium V was insufficient and the Nazis used these small pits in the open air.”
 For this historian, researcher at the Institute of Contemporary History, to whom Libération (the 29th of January 2004) has asked to analyse this picture, this is a “connected image” of a series of four pictures that a young Greek Jew, detained in Auschwitz, had managed to take in August 1944, and to pass to the Polish resistance, exactly the ones discussed by Didi-Huberman.  “They are the only images that we have of the interior of Crematorium V.  We see the same smoke.  I am not able to say if it took place the same day or at the same hour, but in the same fifteen days.  Seen from above and seen from inside.” 

This concept of “connected image” appeals us especially, because, far from diluting the relevance of the single image, of unique evidence, it adds a third dimension missing in the clichés of Alex.  But it gives us also the legitimacy to join to the images in question “connected texts”, crossed texts of survivors as for example the one of Pelagia Lewinska, entitled “The Stakes” of 1966 

The number of crematoria has been augmented until fourteen; in addition, they have dug profound pits where should burn immediately on the stakes, without passing first through the gas chambers, living children, till the age of fourteen.  There was not always enough gas in the chambers; they economised it on the children who died alive in the fire.

During these months the flames that crowned the chimneys of the crematoria did never extinguish and a thick cloud hovered above the stakes, floated for kilometres and enveloped Oswiecim and its neighbourhood in a shroud of grey dust.

A black soot covered our bodies and our clothes when we worked in the fields, also at a distance of several kilometres from the camp.
  

Hence we cannot read any longer the picture of August the 23rd independently of other textual, photographic or cartographic material that joined us through the years, nor of the place itself converted in memorial.  It recalls for example maps that allows us to understand the topography of the site: the map of the concentration and/or extermination camps which shows that Auschwitz is situated 50 km at the East of Cracovia, the map of the city of Oswiciem surrounded by the three camps: Auschwitz I, Auschwitz II-Birkenau and Aushwitz III-Monowitz and the I.G.Farben factory (also called « Buna »), and finally a drawing of the same camps.  Although the orientation of each image is not the same, we can follow the trajectory of the reconnaissance airplane that shot the picture in question, confounding the barracks of Auschwitz II-Birkenau with the factory.

Close reading

Only in the seventies American historians, in particular Dino Brugioni and Robert Poirer, sustained by the NPIC (National Photographic Interpretation Center) have launched an investigation of the reconnaissance pictures preserved in the government records
.  Not without ambiguity, however. They invoke two arguments to justify the reliability of the actual lecture in comparison with the ignorance of the allies in 1944-1945
 : on the one hand, the technical deficiency of the cameras carried by World War II reconnaissance aircraft (for example the fact that the films were exposed at « point » rather than « area » targets) and, on the other hand, the technical progress of the actual photographic interpretation (developers, possibility of blowing up) improved also by the training and experience acquired through the years.

This historical research based on government records has nevertheless the merit of revealing documents unknown before the seventies and of giving us for each picture the corresponding « photo evidence ».  But what we notice is that the discourse is very cautious, highly modalised, each analyse is combined with collateral information, with “connected discourses” we could say: either that the pictures corroborate eyewitness accounts of ancient detainees, either that the testimonies of survivors testify the photographic evidences.  Do we have to see in this confession of impotence a strategy to refute reliability to purely visual items even treated with the most recent techniques and, thus, to absolve once again the pretended ignorance of the allies, or do we have to read here a more philosophical thesis as the one of Marie-José Mondzain according to whom no image can be held responsible by itself of what it shows?
  

The picture of the 26 June 1944 leaves us perplex.  The introduction to the article just argued that the films were exposed at « point » rather than « area » targets.  Nonetheless we obtain here a broad coverage of the three camps.  In addition, we notice that the capture is cheating: it qualifies with “Buna” the camp of Auschwitz III-Monowicz, whereas “Buna” was the name of the factory. Through this lapsus, the legend wants to maintain the confusion of the allies between the manufactory and the camp.  At its turn, the enlargement of the I.G. Farben complex (as a result of the technical progress of the seventies) allows us to see a whole series of details that a magnifying-glass or more rudimentary methods of enlargement could be able to distinguish in the precedent picture.  The analysis entertains the assumption that the removing from the ground tends to transform the picture in a simple map or diagram, denying the relevant details. The image without variation of focus is reduced to its elementary geometrical figures: rectangles, lines, spots.  The whole debate is dragged to the bad faith of “we know, you can verify it now, we invite you to see it closely but we didn’t know formerly, since the pictures looked as maps, as diagrams.”  

In the enlargement of the camp of Auschwitz II-Birkenau, always of the 26 June 1944 imagery, a number of ground scarring can be identified near to the crematoria: « These features correlate with eyewitness accounts of pits dug near these facilities; they were no longer present on coverage of 26 July and 13 September 1944. The small scale of the imagery, however, prevents more detailed and conclusive interpretations.” (p.4)  Here again the obviousness and the evidence are cleverly denied.

The aerial photography of 25 August 1944 is, on its turn, dissected in all its details: a convoy can be recognized, probably the large influx of Hungarian Jews and even “Groups of prisoners can be seen marching about the compound, standing in formation, undergoing disinfection and performing tasks which cannot be identified solely from imagery.” (p.5) Another salient item is apparently worth blowing up: the gate of Gas Chamber and Crematorium II, which is open and appears to be the destination of this column of just arrived prisoners. However the enlargement that should reveal things presumably invisible during World War II adds nothing new to the non enlarged image.

What strikes is that the pits of cremation can be seen but not the smoke discernable in the English picture of 23 August. At this point also the modalisation of the discourse seems to attenuate the evidence of these pits: « We can identify the undressing rooms, gas chambers and crematoria sections as well as the chimneys.  On the roof of the sub-surface gas chambers, we can see the vents used to insert the Zyklon-B gas crystals.  A large pit can be seen behind both Gas Chambers and Crematoria I and II; it is probable that these were the pits used in summer 1944 for the open cremation of bodies which could not be handled in the crematoria. […] Although survivors recalled that smoke and flame emanated continually from the crematoria chimneys and was visible for miles, the photography we examined gave no positive proof of this.” (pp.6-7) 
The 14 January 1945 imagery provokes another stupefaction. The camp of Auschwitz III – Monowicz is once again abusively qualified with « Buna », the name of the factory, new lapsus that betrays a sentiment of repressed culpability. A picture of the same date shows in addition a heavy bomb damage inflicted upon the I.G. Farben complex, what suggests that an aerial attack was in the capacity of the Allies. In a third picture of the same date, of the camp of Auschwitz I, new salient details emerge that recent analysis has distinguished and interpreted, for instance the snow melted on the roofs indicates that the barracks remain occupied, excepting on Block 10, site of the infamous medical experiments. Details are invoked to distract the attention from the optical identification of the camps.  

Interface between technical bird eye view and experience

However, our aerial photography’s has to be inscribed in a larger diachrony of all the documents relative to the Final Solution, from the strategic matrix or architectural project of the camps as inhuman utopia (besides copied on the ideal cities of the renaissance)
 whose technical perfection has been qualified as “industrial cadaver factory” by Hannah Arendt in Totalitarianism: giant diagram that encourages already the visual mistake, until the aftermath of the pictures discovered at the liberation.

In addition, the aerial photography’s has to be inserted in two more important paradigms where performance, precision and reliability should increase: the one of photography and the one of aeronautics. But we notice that a better resolution paradoxically goes hand in hand with a increased disguising power.
  Let us re-examine the picture of the Royal Air Force, of 23 August 1944, at 11 a.m.  Although a minimum of figurativity persists, identifiable forms, susceptible of an iconic reading (here is the smoke, here the blockhouses), the diagrammatic impoverishment is on the watch. Technical innovation, such as aerial photography, has strangely enough contributed to remove from a unambiguous real, has allowed abstraction, untruth and doubt, evasive interpretation, lack of responsibility.  The more one detaches from an item, the more the pertinent features rarefy, the readability and identification skills complicate: the smoke becomes a spot, the column of prisoners a line, the blockhouses mix with whatever factory.  The saturation of abjection dissipates into triviality of an ordinary cartography, military reconnaissance banalizes into topological, territorial reconnaissance. The forms become undecidable.   Aerial photography as an explicative device fails.  The tiny frontier between photography and map has served as a pretext for the allies for their ignorance and their powerlessness going until censuring the evidence “malgré tout / faute d’autre chose » (despite all / lacking better) of the photographic medium.  

We obtain thus a technological version of Gaston Bachelard’s thesis on close knowledge: the more we approach an item, the more we collide with its chaotic vocation.  The too close (to be immerged in horror) doesn’t allow a right interpretation, the too removed neither, but we supply to this distance with technical approximations, themselves not trustworthy (because as far as the things are not visible to the naked eye, objectivity is not assured).  The detainees dream of the right distance to judge the bad.  The warriors hide themselves behind the chaotic vocation of technique not to interpret.  

Consequently, we have either to give a status of real pictures to what have been considered as diagrams or maps, either to maintain the risk of the diagramatisation inherent to aerial photography but by adding to them “connected diagrams” (to recall the idea of “connected image” mentioned before).  If no image wears truth in itself we have to accept the idea of a “photogrammetric” truth, measured by plural images, of a “triangulation” of issues that have to include also partial truths, a blurred picture made by a prisoner, drawings made inside the camps, the stories of survivors confined to a horizontality without exit. 

The partiality of the razing view

The rotation of perspective gives us also diagrams but emanating from a razing view and hence undergoing the distortions intrinsic to the proximity and the intensity of experience.  Therefore the map of Auschwitz III-Monowitz, traced by one of its survivors, Serge Smulevic, differs from another map, traced by an anonym concerning the dimension of the gathering place, enormous in the case of Smulevitc : “ We can understand how, for a deportee, the immensity of the gathering place corresponds to a profound experience : that of hours spent upright, in the cold, without moving” (perso.wanadoo.fr, p.7) The already cited aerial photography of 14 January 1945 by the Americans diverge also from Smulevitc’s map. As we saw this picture has been annotated in a very unfortunate manner. The Americans give the name of the factory, Buna, to the camp, while Smulevic explains that there was at least three kilometres walking distance between the camp and the factory.   He still recognizes in this picture some features: the shape of the camp, the central court, the blocks that face two by two, with two entrances in each block (visible on the picture through the paths in the snow). But the small size of the gathering place makes him doubt about the identification of this camp as the one where he lived” (perso.wanadoo.fr, p.7)

The phantasmatic frog eye view

In our hypothesis of a photogrammetric truth obtained by triangulation, another regime of pertinence should be added to the razing view. This new conversion from horizontality to verticality is essential because it has an epistemological value.  Let us remind Marcel Duchamps formula in the debate on the fourth dimension: “The appearance of an object of n-dimensions is his apparition in a universe of n-1 dimensions.” This explains the imaginary power of the superior dimension that made suddenly its « apparition » in the prosaic inhumanity of the concentrational universe.

Robert Antelme in the evil of Gandersheim that he describes in L’Espèce humaine realizes this conversion of perspective, to the top and not to the bottom, the poignant connected text of the indifference of the aerial photography’s.  The almost diagramlike pure visibility of the aerial imagery collides with the barbarity of a polysensorial experience until abjection:

   Il ne faisait pas noir ; jamais il ne faisait complètement noir ici. Les rectangles sombres des Blocks s’alignaient, percés de faibles lumières jaunes. D’en haut, en survolant, on devait voir ces taches jaunes et régulièrement espacées, dans la masse noire des bois qui se refermait dessus. Mais on n’entendait rien d’en haut ; on n’entendait sans doute que le ronflement du moteur, pas la musique que nous  entendions, nous.  On n’entendait pas les toux, le bruit des galoches dans la boue.  On ne voyait pas les têtes qui regardaient en l’air vers le bruit.

   Quelques secondes plus tard, après avoir survolé le camp, on devait voir d’autres lueurs jaunes à peu près semblables : celles des maisons.  Mille fois, là-bas, avec un compas, sur la carte, on avait dû passer par-dessus la forêt, par-dessus les têtes qui regardaient en l’air vers le bruit et celles qui dormaient posées sur la planche, par-dessus le sommeil des SS.  Le jour, on devait voir une longue cheminée, comme d’une usine.

The maniacal repetition of « on devait voir » (they must have seen) opposes the modality of the probable, of the very probable, even of the necessary, to the pure affirmative mode of the picture, the disarming lucidity of the detainees to the alarming pretended ignorance of the allies.  But the blindness of misery is so profound that hope persists, that the allies, potential savers, are valorised positively, that the impossible becomes possible.

   Depuis longtemps, cette nuit, on entend les avions.  Leur bruit est régulier, sûr.  Ils passent au-dessus de nous, le bruit remplit l’église […] il caresse notre corps sur la paillasse.

   Le temps durant lequel chacun survole le kommando est très court.  Notre univers est étroit, quelques dizaines de mètres carrés.  Ils ne savent pas qu’ils nous survolent.  Simplement, la nuit dans l’Allemagne, il y a des gares, des usines, et jetés n’importe où dans ce réseau de points sensibles, des camps comme le nôtre.  Ils lâchent des bombes pas loin, ça roule, c’est l’épouvante.  On se sent moins abandonné.  Ils sont là, le bruit continue, on se soulève, on écoute ; ils sont puissants, insaisissables.  Le SS tremble.  On n’a pas peur ; et, si l’on a peur, c’est une peur qui fait rire en même temps.  Ils sont dans leur petite cage, ils sont venus passer une heure sur l’Allemagne, ils ne nous connaîtront jamais, mais du bombardement nous faisons un acte accompli à notre intention.   (pp.72-73)

Liana Millu, survivor of Birkenau, describes the same phantasmatic frog eye view in  Il fumo di Birkenau (The smoke of Birkenau). Since the scene takes probably place on a Thursday it would even be possible to date and to verify with which of the aerial imagery it corresponds, obtaining thus, successively, the English picture of  23 August, the narration of  Millu of the 24th and the American picture of the 25th :

We heard the marvellous, the very high buzzing of motors which flew over the camps and disappeared.  

A wave of joy and hope spread over, since in this removed month of August 1944 all the prisoners of Birkenau were certain to be liberated within 15 days.

Some more patience! one said.  In the rustle of the happy animation, we heard the complain of the Frenchman who didn’t stop moaning for two nights […]. The next day was a Friday. 

The whole combination of connected images and connected texts, in whatever camp the triangulation takes place, would compose an immense « crystal-image »
 multifaceted, in the sense of Gilles Deleuze, in which truth consists precisely of a fusion between real and imaginary, actual and virtual, presence and future.

Argumentative discourses of the past

One could object us that this crystal-image, this photogrammetric truth is thinkable only in the aftermath. And nonetheless “connected documents” (for example the Riegner report sent to Washington in 1942, detailed documents, ciphers, and even the suicide in 1943 of Samuel Zygelbojm in London) didn’t lack at the period to supply to the intrinsic deficiencies of the aerial photography’s.  These documents however collide with a « wall of incredulity », a disbelieve, a bad will (Roosevelt): the bombing was not opportune, the priority was to win the war, the allied powers were not ready to affront the migration consequences of an eventual saving plan, and so on.

The actual escorting discourses

The actual escorting discourses on the Internet sites that diffuse these pictures exhibit a rhetoric that is not less innocent. Certain American sites with the icy accuracy of their vocabulary revoke the denunciations that we find on the European sites and reduce these pictures to « Aerial Reconnaissance Imagery » : « The photos were used to plan bombing raids, determine the accuracy of bombing sorties, or make damage assessments.  A typical sortie employed two cameras equipped with lenses of different focal lengths. » (www.nizkor.org))

The insistence of Brugioni and Poirer on the historical interest of the analysis of the photos in 1978, on the fact that they illustrate a historical moment from a new perspective and “provide data unavailable from other sources”, merits to be saluted.  However the conclusions which exonerate responsibility of the allies are outrageous: « The reconnaissance pilots who risked their lives to photograph the I.G.Farben complex had no idea that their efforts would one day be remembered not for that particular target but for the grim evidence subsequently revealed on the fringes of their photographs.  The World War II photo interpreter probably could identify nothing more than the Farben plant and some labour/prisoner of war camps. He could neither see nor imagine the scope of the human drama hidden beneath his eyes, which modern imagery analysis and retrospective historical analysis would eventually reveal.
 

Conclusion 

Semiotic analysis of trauma pictures cannot seemingly be disengaged from ethics. Even if photography cannot be rendered responsible by its own (and we adhere to Marie José Mondzain in this respect), the discourses on or manipulations of the picture wear on the contrary a responsibility because they orient the gaze, reintroducing the opposition between truth and falsehood.


If beyond the crystal-image of the camps that would be the result of a photogrammetric triangulation (capable of measuring horror), beyond connected images and texts, we just concentrate on the solely aerial photography, we have to recall an article of Roland Barthes entitled “Shock pictures” (« Photos-chocs »).  A picture is “never terrible by itself” he argued, “ the horror comes from the fact that we look at it from our freedom”
. This article focused on an execution scene of Guatemalteque communists. “It doesn’t suffice that the photographer signifies horror so that we feel it “, he added. Besides, most of the pictures of the Parisian exhibition “Photos-chocs” don’t touch the beholder, since horror is often “overconstructed”, they show too high “technical skills” (p.98).  That they belong to the category of shock pictures or not, the aerial views of Auschwitz maintain their truth of unsaying, unreadable, and thus of trouble or scandal perhaps because they remain pure images, with all their ambiguity. Their truth stands in this obtusity, stubbornness : “These images astonish because they seem at a first view strange, almost quiet, inferior to their legend ; they are visually diminished. […] The naturalness of these images obliges the spectator to a violent interrogation, pushes him in the way of a personal elaborated judgment without being disturbed by the demiurgic presence of the photographer.  […] The literal photography introduces to the scandal of horror, not to horror itself.” (p.100).  It is the evidence of this scandal that has to appeal us beyond decennia’s of sedimentation and trivialization of horror, that has to jostle our consciences.   
� Cf. Georges Didi-Huberman, Images malgré tout, Paris, Minuit, 2003. The witness value or “act of memory” (Mieke Bal) is a topic in all fiction or nonfiction about Ravensbrück:  the famous anthropologist Germaine Tillion attributed her survival in Ravensbrück “to luck, to anger, to the desire to bring these crimes to light, and finally to the ties of friendship” (Cf. Ravensbrück, Paris, Seuil, 1973, 1988).  Ravensbrück mon amour, by Stanislas Petrosky (L’atelier Mosesu, 2015) narrates the dilemma experienced by a young official painter of Nazi’s practices who clandestinely becomes an information-provider of these atrocities. In her novel Kinderzimmer, Valentine Goby presents a diarist willing to fight against ignorance, but struggling with the difficulty of transmitting “what is not written” (Arles, Actes Sud, 2013, p. 218): the sounds, the smells, the sensations. 


� Ce trafic aberrant révèle une volonté folle de donner un visage à ce qui n’est, dans l’image même, mouvement, trouble, événement” (Ibid., p. 50) 


� Marguerite Duras, Hiroshima mon amour, Paris, Gallimard, 1960 « folio »
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� « Le nombre des crématoires a été augmenté jusqu’à quatorze ; en outre, on a creusé des trous profonds où l’on brûlait sur des bûchers directement, sans les avoir passés  par les chambres à gaz, les enfants vivants, jusqu’à l’âge de quatorze ans.  Il n’y avait pas toujours assez de gaz dans les chambres ; on l’économisait sur les enfants qui mouraient vivants dans le feu. C’étaient les mois où les flammes qui couronnaient les cheminées du crématoire ne s’éteignaient jamais et un nuage épais et dense planait au-dessus des bûchers, traînait des kilomètres et enveloppait Oswiecim et ses environs dans un linceul de poussière grise. Une suie noire recouvrait nos corps et nos vêtements quand nous travaillions dans les champs, même à une distance de plusieurs kilomètres du camp. » Pelagia Lewinska, Vingt mois à Auschwitz, Paris, Nagel, 1966 (�HYPERLINK "http://www.interet-general.info"�www.interet-general.info�, p.2)
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� Dino A.Brugioni and Robert G. Poirer, “The Holocaust Revisited : A Restrospective Analysis of the Auschwitz-Birkenau Extermination Complex”, February 1979 (�HYPERLINK "http://www.globalsecurity.org"�www.globalsecurity.org�, p.1-2)


� Marie José Mondzain denies every responsiblity to the image: « culpabilité et responsabilité sont des termes qui ne sont attribuables qu’à des personnes, jamais à des choses.  Et les images sont des choses. […] Car l’image n’existe qu’au fil des gestes et des mots qui la qualifient, la construisent, comme de ceux qui la disqualifient et la détruisent.  Le désir de montrer induit une nécessité de faire et non inévitablement le désir de faire faire. » (L’image peut-elle tuer ?, Paris, Bayard, 2002, p.13-15)   


� Jean-Louis Cohen, “’La mort est mon projet’ : architecture des camps », La déportation. Le système concentrationnaire nazi, Paris, MHC-BDIC, 1995.


� « En juillet 1944, un photographe SS prit 189 photographies des opérations d’extermination après l’arrivée d’un convoi de juifs hongrois.  Cet album sera retrouvé le 11 avril 1945 lors de la libération du camps de Dora-Nordhausen par la prisonnière Lily Jacob, qui faisait justement partie de ce convoi et a ensuite été déplacée face à l’avance de l’Armée Rouge.  Elle accepta de déposer ses photographies au mémorial de Yad Vashem au début des années 1980.  L’album a été édité en 1981 et un documentaire réalisé en 1984 par Alain Joubert : Auschwitz, l’album de la mémoire, publié en DVD par les éditions Montparnasse en 2005. » (fr.wikipedia.org/wiki/auschwitz, p.9)


� The two technical prosthesis more and more accurate, the airplane and the photo camera, meet in the invention aerial photography. The first dating of 1858 by Felix Nadar from a balloon had a veridictory function since photographic cartography was cheaper and more democratic than previous cartography.  But the real development of aerial photography dates from World War with the need of military reconnaissance.  After World War II it will diverge again in new usages: artistic, documentary or even archeological aerial photography, sharing the possibility of discovering what is invisible to the naked eye.  However, even if in reconnaissance imagery the technique at its paroxysm embrace a divine point of view (see the terms as  « coverage ») the locomotory and scopic prosthesis weighs upon the image, making it dependent of its difficulties.  Since military reconnaissance happens on enemy territories, the plane has to come back undammaged from its mission.  Therefore, the principal strategies are or the flight on low altitude with full speed, or a high altitude flight.  According to the choice the photographic equipment is very different, to have clear images in the case of the low altitude where the landscape slips away very quickly or to obtain details in the case of high altitude, hence the use of powerful lenses.





� Jean Clair : ‘L’échiquier, les modernes et la quatrième dimension. » in Revue de l’Art, n°39, 1978, p.133 (cité par Danielle Chaperon, Jean Cocteau. La chute des angles, Presses Universitaires de Lille, 1990, p.39) The formula by Jean Cocteau in its preface to the Mariés de la tour Eiffel (1922) follows the same logic : « Dans un lieu féerique, les fées n’apparaissent pas.  Elles s’y promènent invisibles.  Elles ne peuvent apparaître aux mortels que sur le plancher des vaches » (in Jean Cocteau, Théâtre, t.1, Paris, Gallimard, 1948-1976, p.41)


� Robert Antelme, L’espèce humaine, Paris, Gallimard, 1957 (écrit à Paris, en 1946-47), p.15.
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