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Abstract

A famous 1979 song carries the title “Video Killdd Radio Star.” While the advent of
the music video has certainly changed the way masligested, music videos themselves are
studied much less than the origins and influenoétse music they accompany. Many
contemporary music videos feature nothing more tharband playing, much like a concert, or a
sequence of scenes telling a story that may ornoayelate to the song’s actual lyrics.
Rammestein, a German industrial rock band, has bessating music videos that are not only
appealing to the rock-lover’s ear or art-lover'® ggut are also intellectually stimulating
performance art.

This project explores the socio-political, histati literary and psychological references
present in four Rammstein music videos, “Seemadi#mierika,” “Sonne” and “Mutter.”
References covered include Greek mythology, Rearatgstheater, fairy tales, Disney
animations and books, Freudian psychology and Araeniace relations. This study analyzes
these references and their possible connectiotietlyrics of each song, and the role these
videos have within Rammstein’s political agenda.

This analytical body of work is important becansesimilar studies have previously

been done on Rammstein or its music videos.



More than Music Videos: Rammestein and the Art ofdRence

Introduction

A famous 1979 song carries the title “Video Killde Radio Star.” Before music videos, fans
were lucky to watch a pre-recorded concert on tsilew if they were unable to attend a concert
themselves. Then music videos came along, placumsgjaians onscreen outside of a concert
setting, dancing, acting, playing their instrumeiiisere was a certain cinematic value to early
music videos, novel to audiences in the late 1880%10ving pictures were to audiences in the
early 1900s. At the beginning of the 21st centorgny contemporary music videos feature
nothing more than the band playing, much like aceoi or a sequence of scenes telling a story
that usually does not relate to the lyrics’ actualning. These videos can be catchy or
interesting, but they are rarely anything more thanrces of face-value entertainment.
Rammestein, an avant-garde German industrial rookl bereates music videos that are not only
appealing to the rock-lover’s ear or art-lover® glgut are also intellectually stimulating
performance art.

This study explores the literary, historical andie-political references that can be
observed in four of Rammstein’s music videos, “SohfMutter,” “Amerika” and “Seemann.”
These videos are much richer than their contempaaunterparts, with allusions to
globalization, Freudian psychology and fairytalBsis study delves into those allusions and
lends insight into the methods Rammestein usesrthduits agenda. This close-reading is
important because, while the advent of the muslewihas certainly changed the way music is
digested by audiences, music videos are rarelyestualitside of psychological implications,
such as with the Columbine school shooting andlaireivents. These Rammstein music videos

are more than a vehicle to showcase the band’scrmii artistic flair. They are the gathering



point of various influences, both from the memh&esating the band’s music and the directors

developing videos around that music.
Rammstein

Rammstein, based in both Berlin and Schwerin, wasdd in 1994. The musicians who make
up the band are singer Till Lindemann, guitaristshBrd Kruspe and Paul Landers, drummer
Christoph Schneider, bassist Oliver Riedel and keytist Flake LorenZThe band’s name
translates literally to “battering ram” and als@gests a reference to the American military base
Rammestein in Germany. The band was not named sgbifafter the base, but rather after an
accident that happened there in 1988. Accordingumalist Wolfgang Spahr, Rammestein is
“named for a 1988 tragedy in which 80 people wdteckwhen an aircraft crashed during an air
show. According to Lindemann, ‘Rammstein is theglahere hope crashed to the grourid.”
Perhaps this name is especially fitting, as thellsamembers hail from the former East
Germany, which fell because of its people’s unadistr 40 years of near-imprisonment by an

unfair system—only to expose those people to pastification conditions of economic

inferiority that Germany is unable to shake, evel mto the 2000s.

Unlike many European bands, the majority of Rarem& songs are in German, rather
than English. This did not prove a language bami@ountries like Spain, France and the United
States, where Rammstein is particularly populacotding to German popular music scholar
Ulrich Adelt, “Rammestein’s all-German repertoirechene their bonus in America. People did
not have to understand what Rammestein actually satigir songs to perceive their provocative
content.®” Rammstein’s first albounHerzeleidwas followed by the alburBehnsuchtwhich
went platinum in the United Stat&3he band also gained international renown afteraits

songs were featured in the 1997 motiest Highway directed by David Lynch Another



reason Rammstein may have gained popularity oversaad mention in studies discussing the
relationship between music and youth violence sgcthat at Columbine—is the negative
gualities many foreign audiences associate withm@as. According to Adelt, “Rammstein were
successful overseas because they perpetuate gpreof Germans as being technically
versatile, cold-blooded, and aggressive. Howewerjronic implications of these bands, largely
discernible in their lyrics, could only be appreethonly by their German-speaking fafis.”
Indeed, some of Rammstein’s songs deal with tdjescannibalism, arson, psychological
abuse and war. A deeper reading into the lyricagjdver, shows them not as aggressive and

cold-blooded, but highly analytical and criticalmabdern society and ideas of conformity.

Rammstein’s work has been controversial becaugeeastions about the band’s political

agenda. An article in the International Herald Trib stated:

In the early 1990s, when Rammestein burst onto ¢kaes resurgent nationalism had
given rise to an efflorescence of politically sénd "Fascho-rock.” Rammstein's
innovation was to look and sound very much likechasrock while denying any

political opinions at alf.

Although Rammstein’s publicist kept saying the Barygrics “contain no political content
whatsoever,” critics continue to denounce the ngerpetuating and promoting National
Socialist ideas to their fari8lt seems only German-speakers and scholars haygiehsure of

sharing knowledge of Rammestein’s real agenda. Aliogrto Adelt:

Their employment of Leni Riefenstahl material an€lit posing as Aryans were quite
ironic but many cultural critics did not see ittheaay. For their 2001 release Mutter

(“Mother”), Rammstein felt obliged to include a gpentitled [stet] “Links 2 3 4” (“Left



2 3 4”) to hint at their ‘real’ agenda while at tb@me time maintaining their ambiguity

(the song title is a march chant).

Rammestein’s left-wing agenda seems to be espeaetlye in critiquing racism, religious
adherence, cultural imperialism and capitalism.yTinge their work to spur change, as evinced

in an interview by the International Herald Tribumgh guitarist Landers:

“At first, yes, we thought it was our duty to pr&eeGermany,” he said, “to get Germany
going in a certain direction. That was at firstt Bhen we realized, it doesn't work that
way. It takes time. What we can do is set a cegaample. We can show the way. Blaze
a trail.” That trail, he explained, was toward hieglself-esteem. “Before, it was
Deutschland tber alles - Germany above everythimgSaid. “And now Germany is
below everything. Rock bottom. Our problem is thatactually think Germany is pretty

good. But almost nobody thinks that. Everybodyiyeebarrassed to be GermaA.”

This suggests that Rammstein’s accessibility abdeguent popularity is another tool the band
uses to further their agenda. Rammstein’s accéissdxrems to come from its simple lyrics and
artistic aplomb. Aside from beautifully renderedsitwideos and thought-provoking album
covers, the band uses intense pyrotechnic displiaysg concerts to enhance the music’s

provocative content.

But provocative content is something many readrpect from this industrial rock band
because of the genre. According to a definitiorEdyKlein, author of the Stanford University
database of industrial and gothic music, industoak is music having “some kind of industrial

connection or influence, but are too ‘rock’ toifito the Industrial category, and not beat-



oriented enough to fit into the Industrial Dancéegary. Also includes what a lot of people call
‘industrial metal.”™® Guitar Playermagazine writer Matt Blackett wrote that Rammsgein
musical influences are techno, pop, industrial eadsical** This broad variety of musical
influences converge on the television screen wiiistec renderings of space, color, texture and
time, sometimes outrageous costuming, and fantsstings-> Rammstein’s videos should be
considered performance art, because they are cuségichoreographed to merge critical
renditions of culturally-loaded texts with visughsbolism. To truly appreciate Rammstein’s
finely tuned music videos as performance art, visweust explore the connections not only in

the lyrics one hears, but also in the imagery pteg: onscreen.
Sonne

The music video for “Sonne,” created in 2001 kngclior J6rn Heitmann, puts a spin on
the traditional German fairytal&chneewitcheror Snow White'?® It is clear this fairy tale is
being referenced, as the Snow White characteriwvitheo is dressed like Snow White in the

1937 Disney animation (Figure 1 and 2).

Figure 1 and 2—Clip of Snow White in “Sonne”; Sn@hite as depicted in the 1937 Disney animationS¥fdw White.”




This character is also shown as being much lalgar the men in the video, suggesting they are
the seven dwarves. The choice to utilize a faily tar the music video could come from the
utilitarian function fairy tales are made for: tdueate an audience while entertaining it. Fairy
tales are also signifiers of a shared culturaltithgrwhich paves the way for multiple meanings
when used as Heitmann has chosen. The fairy tatenklien chose for “Sonne” is about a girl of
the same name who grows in beauty and is castliemoyal home by a jealous stepmother.
Left for dead in the woods, she finds the sevenrdess home and they allow her to live with
them. She gladly agrees to keep house for the éddsarnvexchange for her stay there. Because
she is so good-natured and obedient, Snow Whitdesvdeath multiple times and ends up with
her prince charming. As this reading shows, the Rammstein video divefgem the original

content quite a bit.

The video begins with footage of blackened menmgifior gold (Figure 3).

Figure 3—Dwarves mining

In the next scene, they are seated at a long tahlimg. Only then does the viewer realize these
men are dwarves, as a colossal Snow White enter®tm, captivating the men. In

SchneewittcherSnow White is dutiful and gladly helps the dwarvath housework:



Die Zwerge sprachen: ‘Willst du unsern Haushalsgben, kochen, betten, waschen,
nahen und stricken, und willst du alles ordentlicld reinlich halten, so kannst du bei
uns bleiben, und es soll dir an nichts fehlen.’‘dagte Schneewittchen, ‘von Herzen

gern!” und blieb bei ihneff

Rather than cooking for the dwarves or cleaningftgr them, the Rammstein Snow White
grants the dwarves the pleasure of looking atleing spanked by her and living with her, all in
return for her drug of choice, the gold they miBeen though these acts bring pleasure to the
dwarves, it is a shared pleasure because Snow Wlatearcissist. According to one definition,
narcissism is “Excessive self-love, together witack of empathy for others*Not only does
she fit that definition perfectly, but the idean@rcissism links back t8chneewittcheras Snow
White is the “die Schonste im ganzen LaAliThrough Rammstein, that idea takes on a whole

new meaning.

This hyper-sexualized, drugged-up Snow White defiesy aspect of the woman’s role
as laid out in the original fairy tale: good-natlirexnocent and hard-workinfhe Rammestein
Snow White is neither demure and hard-working naocent. In the second scene, a dwarf
offers Snow White a chunk of gold, which she glaaitgepts before punching the dwarf and

launching him onto the table, disrupting the halfem dinner (Figure 4).



Figure 4—Snow White hitting a dwarf

s

The abuse does not seem to disturb the dwarvesavehaddicted to Snow White and gladly
offer her gold in return for her abuses, evenéfytknow her drug addiction is harmful. The gold
could signify a plethora of things, from drugs likecaine and heroin to capitalism. Whatever the
gold is meant to be, the dwarves and Snow Whitd&ionship is one of joint addiction, feeding
each other’s vices. For example, a later scene sismow White spanking a dwarf while the
others wait in line. The next in line waits, loofilongingly at Snow White as the other dwarves
behind him cower in fear or cover their eyes (Fegby. When Snow White turns a lascivious
gaze on him, he looks away, embarrassed, but disgsmnts and waits for his turn to come

(Figure 6).

Figure 5 and 6—Dwarf waiting in line; Snow Whiteing as she gives a dwarf his spanking




Snow White knows her abuses bring pleasure towa\es, as evidenced here with a sexual
tension reminiscent of sado-masochism at workdorainatrix parlor, and the dwarves, though
eager in their pursuit of the pleasure, are awe8rxyw White’s terrifying authority. This is
quite different from the relationship in the origirversion ofSchneewittchenn which Snow
White works and cares for the dwarves in returrttiem allowing her to stay with them; they
share a familial relationship, free of sexual tensaand abuses. The Rammstein Snow White
holds a godlike authority over the dwarves, evinicetthe video with a scene of the dwarves
embracing her (Figure 7). Not only does she gieedivarves “rewards” for offering sacrifices

of gold to her, but she is a drug that keeps them feaving her or throwing her out.

Figure 7—The dwarves embracing a haloed Snow White.

The window light shining behind Snow White’s head-igure 7 looks like a halo. This sacred
aura makes her a direct representation of thetsongh the filter of the lyrics: “Die Sonne
scheint mir aus den Handen / kann verbrennen, &aoh blenden? Not only does the sun give
light and nourishment, but it can also hurt. Mui&le the sun or a vengeful deity, the Rammstein
Snow White holds the worshipping dwarves in hewigaéional pull. The dwarves have made

her into an icon they worship.
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The dwarves irschneewittcheare very concerned about Snow White after the Quee
comes and tries to kill her: “Als die Zwerge hortems geschehen war, sprachen sie: ‘Die alte
Kramerfrau war niemand als die gottlose KonigintéHdich und laf3 keinen Menschen herein,

2 The dwarves in Rammstein’s “Sonne,” have no aitthover

wenn wir nicht bei dir sind
their Snow White. Instead of protecting her frora gold drug she snorts and injects herself

with, they supply her with it (Figure 8 and 9).

Figure 8 and 9—A dwarf presenting freshly mineddgol Snow White; Snow White snorting gold like coea

The dwarves’ facial expressions in the video shoey know that what Snow White is doing is
wrong. They look nervously on as she accepts theeagch time, and they fail to look more than
a little surprised after she overdoses in the bathgven though they are complicit—she would

not have overdosed had they ceased to provide itiegald (Figure 10 and 11).

Figure 10 and 11—Dwarves discovering Snow Whitedeged in the bathtub; Snow White, overdosed
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The combination of the dwarves’ worry and Snow \kitabusiveness is like a theatrical
representation of an abusive relationship in wioise member beats the other, and the abused
member stays in the relationship because he asgbe afraid to leave. There is evidence
supporting this idea at the end of the video, wihendwarves take Snow White up a mountain in

her glass casket.

As the dwarves sit around the casket, they lo@cekil and contemplative (Figure 12).

Figure 12—Dwarves sitting around Snow White's caske

They are sad at her death, but they also lookveslieas if a weight has been lifted from their
shoulders. Perhaps they sit around the casketawailise they are mourning her loss, but because
they don’t know what to do without her in theirds. What else will they do if they don’t have
Snow White to mine gold for anymore? They are foedo what they will and, much like people
who have been enslaved their entire lives, theyateure they want to move away because

they have not known any other way of life. In fabts sentiment of slavery can be drawn to
parallel American race relations, as the dwarvegainted with soot to look like early 20th

century actors in blackface (Figure 13 and 14).
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Figure 13 and 14—A dwarf climbing out of the mider example of blackface: Bert Williams, memberlué Ziegfeld Follies group from 1910

This racializes the dwarves because they are “blabken they work. The Caucasian Snow
White sits at home and does drugs while they woikch as plantation mistresses spent their
days at meaningless tasks while their black sltnitesd away. The dwarves spend their lives
mining gold they don’t receive any payment for, epicfor the occasional beating and sexual
teasing. Everything the dwarves do directly beseSmow White in some way, just as slave labor
primarily benefits the owner, and the dwarves afetb find illicit, perhaps dangerous, pleasure
in their circumstances. As well as mining drugsSaow White, the dwarves polish her apples—
a tie back to the poisoned appleSchneewittcher-comb her hair and hold the mirror for her

(Figure 15).
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Figure 15—Dwarves waiting on Snow White

The most caring action Snow White uses to repaytterves’ hard work is by letting them
touch or look at her, which reinforces connotatiohfrbidden sexual pleasure, perhaps much
like the forbidden pleasures white slave mastask with helpless female slaves in the
antebellum American South. The idea of slaverySorine” not only relates to the past, but also
back to the Rammstein Snow White’s apparel—a rater¢o the Walt Disney Corporation’s
past and modern day scandals. For example, Dissebden using sweatshop workers in Asia
and India to create its merchandid&lany older Disney films also incorporate racisbtemt,

such as the 1946 “Song of the South,” 1935 “Pege’ Bnd 1941 “Dumbo®

“Sonne” is chock-full of literary referencesnot just to the originabchneewittcheand
Disney’sSnow Whitebut also to news stories about Disney’s sweatghagtices, sexual power
theory and literature about the antebellum Southesaly 20th century racism. Heitmann was
able to combine all of these ideas within the vidad assign them directly to Rammstein’s

lyrics by giving simple associative details in thdeo—an outfit here, an action there.

! Literary references can come from a variety ofrsest fiction, non-fiction, letters, folklore,

diaries, drama and even medical writings.
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Seemann

Another music video teeming with literary refereads “Seemann.” Directed by Laszl6
Kadar in 1995, this video dabbles in Greek mythologyai@presentation of Charon, ferryman
of the dead® Beginning with a montage of shots of a woman ack] the video rolls into scenes
of the band members, dressed in ragged outfitsaajmgeto be from a primitive era and wearing
their hair in tufts atop their partially shaven dgasurrounding and standing on a beached boat.
The boat is, however, not as beached as it locktheR than filming the scenes on the water,
Kadar had the sand surrounding the boat rakedgwas the impression of waves (Figure 16).

This highlights the artificiality of the video ameminds the reader that she is not viewing reality.

Figure 16—Boat surrounded by sand waves.

.q\“f ”" '
} i l \

Singer Lindemann stands at the head of the boatpiing someone to “Komm in mein Bodt”
The figure he stands next to in some shots, wearimgisk and birdlike beak, is modeled on one
medieval and Renaissance example of death pemoiiFigure 17). In theatrical performances
especially, death’s character would be portrayea ¢gnstume similar to that of the figure next to

Lindemann in the video (Figure 18).

2 Kadar has also been the cinematographer for “Tée Boy” (2001), “Rivalen des Gliicks” (1993) and ticader
Vater, Land der Séhne” (1988).
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Figure 17 and 18—Lindemann on the boat with deatsqmified; The engraving, “Doctor Schnabel von RosPeter First, 1656

This Renaissance character reinforces the refetere&reek mythological character with ties
to death, as classical literature and mythologynteyed the spotlight during the Renaissance.
The boat and death personified create a referenCéaron, the ferryman of the dead in Greek
mythology?’ Another reference that reinforces the notion eidlemann’s character being

Charon is when Lindemann pounds his fist on themgaand boat (Figure 19).

Figure 19—Lindemann pounding his fist

In Greek mythology, Hades is the god of the undeldvé@\ccording to mythologist Micha F.
Lindemans, “...when they prayed to him, they woulddptheir hands on the ground.” It seems

fitting that Charon would pray to Hades since Chasorks for him.
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According to mythologist Lindemans, Charon ferties dead across the river Acheron to
Hades but, “he only accepts the dead which areun burned with the proper rites, and if they
pay him an obolus (coin) for their passage. For sason a corpse had always an obblus
placed under the tongué*Looking at the woman in black who wanders arowrdtie duration
of the video in relation to this definition, it moes apparent that the woman may be a dead soul
that either has no obolus or no desire to crossibe (Figure 20). Shots of this woman are often
juxtaposed with shots of a woman in white who isveh either wearing a veil or surrounded by

candles (Figure 21).

Figure 20 and 21—the woman in black; the womanhitev

If Lindemann is to be taken for Charon, then thenao in black can be interpreted as the lost
soul of the woman in white, who is surrounded bydtas because she has died. For whatever

reason, she can not or will not get into Charowattio cross the river with him.

The absence of an actual river in this video maggsest a loss of religion. For example,
the lyrics at one point say, “der beste Seemanar/dach ich.?* Combining “war,” or “was” in
English, with this idea, it is possible to conclutat a loss of the ancient religions means
Charon has fewer clients—fewer people to remenmbgive the dead an obolus and fewer

people to remember him after they have died. Simeee is no river, he can not take the dead
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anywhere, anyway. In several shots, the other bagrdbers attempt to pull the boat with ropes
since they can not tread water. It is clear thegirsiand the boat goes nowhere—the boat is
beached in a river of sand by non-belief. Perhapeetis no water in the river because there is no
belief in Charon and Hades for it to flow with. Tigkea of lost religion could connote changing
times, either pertaining to religion or other aspe life, or reflect the current decline of

religious belief in German society Toward the beginning of the video, Lindemann sjtiggo

willst du hin?"®! The woman wanders farther and farther from the bol, finally, Lindemann

drops from the boat with his arms held as if heenming crucified (Figure 22).

Figure 22—Lindemann as if being crucified

This posture suggests the crucifixion of Christjaliis the most important event in the Christian
calendar. Shortly after this, Lindemann and the lhoa shown on fire, suggesting a descent into

hell (Figure 23 and 24).

18



Figure 23 and 24—Lindemann on fire; the boat oa fir

The Greek underworld was not associated with Bréha Christian hell is. Since there is no fire
in the video until the end, after Lindemann hakethto coax the woman onto his boat and the
crucifixion appears, this strengthens the claint éhswitch in religiosity is being referenced—

both of the ancient and modern strain.

Mutter

Another Jorn Heitmann video, “Mutter” (2002) casrgtrong references to Sigmund Freud’s
ideas of psychology—specifically “The Interpretatiof Dreams.*? In the beginning of the

video, a bald, bare-chested Lindemann sings fraage-like enclosure. The high angles from
which Lindemann is shown make it seem like thia ®ibterranean enclosure. He is confined, as
he never leaves and is always shown in what theeripresumes to be the same spot. He is
covered in blood and the external-diagetic sounliy voices fades into the song as

Lindemann begins to sing (Figure 25).
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Figure 25—In the cage

The baby voices, blood and bald head allude todnmahn’s character as representing a
newborn baby. At the end of the second shot, tleadber stops singing and begins to open his

mouth wide and make faces like babies make whenateefirst born (Figure 26).

Figure 26—Making baby faces

This infantilization of the character suggestsd@esents a newborn baby or the id of the
second—and only other—character in the video. Shidtise baby singing are juxtaposed with
those of a man with long hair singing. This sugg#s¢ baby and man are the same person, but

at different stages.

The video has strong connotations of birth, asitha gets into a boat and travels via

water. Because of the way the shots are compdsaheéars the man travels to the baby’'s cage
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to give him some water. There are many shots Igagnto his arrival at the cage that suggest a
regression through birth or the bringing forth gpiressed feelings relating to birth. For example,
the man travels at night in a boat that has asilgjht in it. The initial establishing shot of the
boat on the water shows a tiny light in the diseanehich can be interpreted as the light at the
end of the birth canal (Figure 27). As the boappesses, a pathway appears on the water,

guiding the man toward the light source (Figure 28)

Figure 27 and 28—Light at the end of the birth ¢aayaproaching the light path

A final water travel scene shows the boat entettiedight, as if birth is taking place (Figure 29).

Yet in order for the man to be “born,” he must pdwssugh water (Figure 30).

Figure 29 and 30—Entering the light; in the water
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According to Freud,

In dreams, as in mythology, the delivery of a cliiltm the uterine waters is commonly
represented, by way of distortion, as the entrthefchild into water; among many other
instances, the births of Adonis, Osiris, Moses, Badchus are well-known illustrations

of this33

While this validates the theory that shots with itien traveling by water towards a light are
representative of birth, the water seems to eritrepnan instead of freeing him like birth
should. This entrapment references the undergroagd from which the baby is unable to

escape.

The water shots are juxtaposed with shots of &y Isitting and standing in the cage,
looking bored and hopeful. This juxtaposition sugjgeéhe baby is waiting for the man to return,
perhaps to rescue him from the cage. On the subj@escue, Freud wrote, “Dreams of ‘rescue’
are connected with parturition dreams. To rescsige@ally to rescue from the water is, when
dreamed by a woman, equivalent to giving birth&lthough it is impossible to say this video is
supposed to be a dream, especially one by a waimaigea of rescue being linked to birth is
uncanny in this instance. The idea of the babyd#ie same person as the man is further
supported by the fact that the light outside theytsacage grows lighter as the boat’s journey

progresses, and finally is brightest once the rman the water (Figure 31).
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Figure 31—Brightest light outside the cage.

This brightening not only enhances the idea ofeppdeconnection between the two characters,
but it also suggests a brighter future for the b&nyce the man docks his boat, there is a shot of
him standing above the cage that cuts to a shibiedbaby reaching up to take a bowl of water

that is balanced on the cage bars. This shot cwsé of him drinking the water (Figure 32).

Figure 32—Drinking the water

In some way, the man’s arrival nourishes the batayquenches his thirst. According to
psychiatrist W. Weygandt, “The manner in which @ain represents the act of quenching the
thirst is manifold...A universal phenomenon noticedfére is the fact that the representation of
guenching the thirst is immediately followed by theappointment in the inefficacy of the

imagined refreshment®Moving forward from this theory, it is possibleetman has some
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desire that needs to be fulfilled, and judging fritv@ birth imagery and baby, that desire relates
to the youngest stages of childhood. This is furdrdorced by the lyrics, in which Lindemann
sings, “und winsch mir, dass ich eine Mutter héieine Sonne die mir scheint /

keine Brust hat Milch geweint® These lyrics suggest a sense of abandonment dnldilled
needs. The baby has not received the nourishmeaeded from a maternal figure, and the man

has internal baggage as a result, perhaps thatists in his dreams or psychically.

It is apparent the baby receives nourishment fitwenwater and man’s visit, as he falls

asleep soon after it is presumed the man leavgsr@-B3).

Figure 33—Baby asleep

He falls asleep in fetal position, which furthepmesents a link to birth and childhood. The man,
however, does not appear to have had any desiféledi) as he leaves the same way he came
and looks no happier as he steps from the boatonmg the footsteps he took to make his
journey. Another line from the lyrics reinforcetidea that the man’s mother has hurt and
neglected him, leaving him stunted and unhappyr Metter die mich nie geboren / hab ich
heute Nacht geschworen / ich werd ihr eine Krartkdwhenken / und sie danach im Fluss
versenken® This video shows the effects of a less-than-defirmother-son relationship

through the lens of a dream or movie sequenceyiasesl by the video’s letterbox format.
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Amerika

“Amerika,” directed by Jorn Heitmann in 2004, difenost from “Mutter,” “Seemann” and

“Sonne.’BS

Rather than hearkening directly to a specificditg or historical source, “Amerika”
critiques capitalism and cultural imperialism thgbuthe lens of contemporary media. The video
begins with shots of the band members posing asrastts on a surface like the moon (Figure

34).

Figure 34—Men on the moon

This is also one of the rare Rammstein music videegich the band members are shown
playing their instruments. This frames the vidée lan American-style music video, which
generally has much footage of the band playings$pirsed with other action. The first line of
song, set in these shots, is, “We're all living\imerika / Amerika ist wunderbar® That

enforces the notion that the astronauts are suggodge Americans, especially since Americans
were the first to land on the moon. Since the Aoagriastronauts are playing their instruments
on the moon, this is to be taken as an “Americansimvideo. Shots of the astronauts are
juxtaposed with a montage of shots of groups opfgewatching the band on television sets.
These groups of people are indigenous to various pathe world, specifically Africa, Asia, the

Middle East and the Arctic (Figures 35-37).
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Figure 35-37—Africans; Inuit; Asians

This makes it seem like people everywhere are wagohmerica and paying attention to what
the country does, produces and thinks. In theezariontages, these people appear fascinated

with what they see on television, as well as witieo parts of American culture (Figures 38-43).

Figure 38-43: Pizza; hamburgers; Nike shoes; citgsepop culture (e.g. James Dean), Santa Clahe iAmerican-style costume.

This message is furthered by the fact that the lpeame all watching an “American” music video

on television, which is an essentially American mod entertainment.

One interesting thing about this video is thabéllhe non-American peoples are depicted
outdoors. Not only does this allow the viewer tttdreunderstand the setting each group of
people is from, but it also enforces a notion bffahgs American being on the outside only, or

superficial. The viewers are also on the outsideydver, because people like them are never
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shown with the astronauts. This is a critique ef‘tther,” which in American ideology could be
seen as anyone who does not live in a prefabridaaade in the suburbs, drive a mini-van and
make more than $48,000 a yéarhe people watching the music video are not shiown
American settings and are not all wearing Americlathing. People who do not fit into the
American “majority” are historically not depicted American television or movies. Such
peoples’ role in this video brings attention totttisparity and enhances the idea of American
superficiality—the American media is superficiabanaccurate because it often does not depict
minorities, and non-Western peoples have long deemed inferior when viewed through the
lens of American ideals. A prime example of thithis 1948 book, “Mickey Mouse and the boy
Thursday.” In the book, Mickey Mouse orders a aafd@ananas and instead receives a West
African, whom he names Thursday. After a seriesntics in which Thursday attacks
technology and worships Mickey’s friend Goofy, Migkrealizes he must show Thursday how
to be civilized: “Poor little guy! He just makesistakes. He doesn't know any better. I'll just
have to be patient and teach him the right wayotthihgs,’ said Mickey* While this view

may seem outdated, it is part of the groundworkrmokrican ideology. And Mickey Mouse
himself is not without a reference in the songiscty. “Musik kommt aus dem Weil3en Haus /
und vor Paris steht Micky Mau$§”Mickey Mouse and racism go hand-in-hand in America

history, so this reference cannot be escaped.

The idea of superficiality is taken to a differémtel with footage of the astronauts. Not
only are they unable to do things for themsel&s, put up their own flag, but they spend most

of their time with frivolous pursuits (Figure 44chA5).

® The average American income was $48,200 in 20&%rding to the U.S. Census Bureau.
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Figure 44 and 45: Following instructions to assentbe flag; playing pinball on the moon

Through watching television and consuming Amerigaads, the people in this video become
American on the outside. On the outside, all thidAggerican seem good. But as the video
progresses, it goes deeper into a discussion nglfgnerican, and brings up racist stereotypes
in American culture. Right where the climax of #wng appears, shots of the band members in
stereotypical Native American costumes are juxta@asith shots of indigenous peoples looking
angry. For example, after footage of the “Nativeekimans” smearing on war paint, a shot cuts
in of an Inuit man crossing his arms and lookingptkased. This is followed by a shot of

Africans frowning (Figure 46-49).

Figure 46-49: Applying war paint; offended Inuitnsking a peace pipe around the fire; unhappy Afisca
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These shots are sepia in tone, which makes them dasker and slightly ominous. This is
grounded by the humorous tone of other shots jas@ag with those in Figures 46-49, of the

astronauts having antics on the moon (Figure 5064nd

Figure 50 and 51—astronauts play ring-around-a-vatly the flag; astronauts in formation

Since Americans walked on the moon first in 19&$htrafter the American Civil Rights
movement, this suggests that Americans do notttakgs seriously. These astronauts do not
seem bothered by the serious issue of race retafidre lyrics of the song at this point take an
aggressive tone, as if in retaliation to the astubsi antics. Against a strong bass melody,
Lindemann sings, “This is not a love song / Thisas a love song / | don't sing my mother
tongue / No, this is not a love sorfj.This line, paired with shots of “Native Americans”
applying war paint, suggests this song is, in @sgegoing to war against American ideals and

American cultural imperialism.

American cultural imperialism is illustrated ingtvideo through the Native-American
and non-Western people watching American televisimsh consuming American goods.
Although they have their own native goods, thetidhexpressions suggest they derive the most
pleasure from the American ones (Figure 38-43). Acaa cultural ideals are, in this video, the

smiling white actor or musician in the limelightetwhite Santa Claus, and the idea that
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indigenous people, especially Native Americans pairaitive. The line “I don’t sing my mother
tongue” also suggests many non-American peoplal@adoning their native languages in favor
of English. In light of U.S. legislation attemptsthe past few years, it is clear America is a
country in which English is the preferred langu&tjehe video goes on to show a montage of
non-American peoples singing along with the baide're all living in Amerika / Coca-Cola,
sometimes war / We're all living in Amerika / Amej Amerika®** Two shots associated with
this are most striking. In one shot, a crowd ratbeg fists in time with the music, presumably

representing the masses swayed by American mediaudiure (Figure 52).

Figure 52—Masses raising their fists.

It is unclear whether this shot was appropriatechffootage of an allegiant or protesting crowd.
In the second shot, a Middle Eastern man who tdbki® Nike shoes to pray sings “Amerika,

Amerika” as he raises his arms in prayer (Figure 53
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Figure 53—Middle Eastern man in prayer, singing ‘&ika”

This image is especially disturbing, as it suggdstdascination people in other countries have
with America nears that of worship. Since colon@ategan in the 1700s, many poor people in
other countries have believed that America is thed of opportunity” and “the streets are paved
with gold.” This prayer scene reminds the vieweswéh mythology, and enforces it when the
man sings “Amerika” during prayer—which can be tgloiof as a time to escape from worldly

troubles and hope God will reward the worshippehaibetter life.

The video goes on to reiterate the idea of Amarggperficiality and ideology. A shot of
one band member pointing to the camera and wingams out so the viewer can discover he’s

having makeup applied in a film studio (Figure B4 &5).

Figure 54 and 55—Having makeup applied; makeupebn s

31



Not only is he a fake astronaut, but his looksrarteeven real because he is wearing makeup.
After an outward zoom from this shot to an estdloig shot, the music becomes external-
diegetic and the viewer can see crews, a set, im@mobers posing with an African actor, and a

stagehand easily carrying a giant boulder acrasseh (Figure 56).

Figure 56—Band members pose on set with Africaaract

This is a display of “camp” aesthetic. Accordingheorist Susan Sontag, “the essence of camp
is its love of the unnatural: of artifice and exaggion..Its hallmark is ‘the spirit of
exaggeration’ ‘an outrageous aestheticism’ ‘art graposes itself seriously, but cannot be taken
altogether seriously because it is ‘too much>This use of camp encapsulates the entire video
and suggests nothing the indigenous people wewgngeon television was real, and that
everything American is theatrically superficial.imakes the video a protest against
globalization in the sense of spreading Americdtuoel and ideals throughout the world. It also
guestions the origin and truth behind things pespkeon television, including the video itself.
For example, the last footage in the video is albnd-white shot of a photograph of the

astronauts against a background like that of themsaosurface (Figure 57).
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Figure 57—Photo on the moon

The external-diegetic sound in this scene is anwae voice speaking over a PA system,
saying, “Hey, we have a problem here.” This endihgt leaves the viewer questioning what in
the video was real and what was not. This can teegreted as a call to make the viewer think

that way about everything he or she sees on tedevisspecially when it comes to America.

Conclusion

Whether it comes to race relations, fairy talesrdicizing cultural imperialism,
Rammstein’s music videos are an avant-garde decatish of traditional narratives. The music
videos analyzed for this study are rich with refees to literary, historical and socio-political
works and ideas. Rammestein uses culturally-loadets relating to Western consciousness as a
means for grabbing the viewer’s attention and $pgiim to be critical of both the original text
and Western ideologies. The videos use visual septations of these texts in a way that brings
attention to the videos’ artificiality. There is nlusion that the band is trying to create a non-
familiar reality out of works that are familiar toost Western viewers. This non-familiar reality

draws attention to the things Rammstein is outitajoe.

Although this close-reading study uncovered aholegt of references in “Sonne,”

“Seemann,” “Mutter” and “Amerika,” there are surehany more references waiting to be
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uncovered. This study has made it clear that tleedwectors who created these videos are aware
of the lyrics’ meaning and keen on linking thoseamiags to references they imbed in the
videos? Léaszl6 Kadar, the director of “Seemann,” and Jéeitmann, who directed the other
three videos, clearly have an education that allinem to play with historical, literary and
socio-political references accurately. One Renaiss#heater expert who was asked to consult
on this project, after listening to the music, séidhighly doubt anyone associated with these
videos would know anything about Renaissance thé&ather than viewing these videos as
performance art and opening his mind to the pdggasithey contain, this expert shut out the
possibilities because of the industrial rock myaying over the footage. One must get past the

music to get to the root of the video. Here, tloat iis in the references.

* Visitors to several online Rammstein forums cl#im band’s songs usually have nothing to do wighrttusic
videos. It is clear from the results of this stildgt those claims are unfounded.
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