In 2015, at the 6th Photo Festival Mannheim-Ludwigshafen-Heidelberg, Jules Spinatsch exhibited seven new panoramic works in seven different institutions under the title "7 Places, 7 Precarious Fields", curated by Urs Stahel.

With Halbautomat II – Endspiel (Semiautomatic Photography II – Endgame), Jules Spinatsch condenses and expands this group of works to form a personal résumé and demonstrates the current state of his engagement with the pictured world. Three of the seven original large prints from the photo festival are included: JVA Panopticon, Zeitreise (Time Travel) and Tanzboden 1 (Dancefloor 1). These are supplemented by Inside SAP, the new multi-part work, for which the artist has radically enhanced his computer-controlled camera method. This work came into being at the headquarters of SAP, one of the world's largest companies, which develops software for generating and analysing large amounts of data (big data analytics, Internet of things and Industry 4.0 applications). This work was not exhibited at the festival. Here, its individual image segments are not (as is usually the case) assembled to form a large-format panorama, but instead they are put to a new use and exhibited as video sequences from SAP's supposedly hacked internal surveillance system.
Entrée
The panel at the entrance functions as a kind of preview or mind map. It shows the floor plans and the cameras' exact positioning in the two panoptical buildings: the correctional facility JVA in Mannheim and the SAP headquarters in nearby Walldorf. This panel also includes a list of the firms acquired by SAP since 1970, together with their fields of activity and a description of a normal day in the prison.
Via the architectural principle of the panopticon, the artist draws an analogy between the prison world and the software industry. The layout of the rooms is remarkably similar. The inmates' cells match the work areas, and the glass lift in the SAP headquarters takes the place of the correctional facility's central control tower – an indication of both architectural fashion and security aspects. However, the decisive analogy is that regarding the control functions of the two institutions: the transition from the analogue, physical panopticon to a digital, psychological panopticon. Their essential difference is that the digital panopticon can effectively even look inside human beings. In the analogue panopticon, people's physical movements are observed. In the digital panopticon, algorithms also analyse movements in the broadest sense: the virtual traces left by flows of goods and money, traces that everyone generates by using apps, customer cards and credit cards, or even actively and voluntarily reveals as expressions of opinion in "social" media. In the digital panopticon, everyone helps to reduce themselves to a customer profile, albeit without insight into its content and without having control over how it is handled and used.
Main room
Two large-format panoramas dominate: Zeitreise (Time Travel) on a panel raised slightly above the floor, and the mural JVA Panopticon. At the Mannheim prison, the camera was positioned in the control tower, exactly at the geometric (and thus strategic) centre of the facility. This made it possible to produce a 360° image. Comprising 1360 individual image segments, this image could only be recorded during the period when inmates were locked up for the night, between 9:42 pm and 5:48 am. For one night, the impossible became reality: the artist's technical equipment took over the role of the guard and occupied the entire control room. Outside the observation tower, almost no traces of human beings remain evident. The temporality is practically annulled, as if it has been rubbed out. Only what the cleaners have left behind can be detected here and there. Artificial light burns permanently; it is not until daybreak that the few windows also begin to shine. The focal plane, which shifts from picture to picture, reveals surprising details, such as the daily calendar and an edition of the newspaper "Mannheimer Morgen" on a desk, or even the safety nets between the prison blocks' floors. These are a reminder that even the final freedom to end one's own life is also taken away from the prisoners.
The main room also accommodates the pair of video works Inside SAP 1 – Tower and Inside SAP 2 – Difference Detector, as well as the image series Detections, which also emerged from the images captured at the SAP headquarters. The programming of this recording is distinctive, in that the camera has taken two photographs from each position, with two seconds between them. 
Jules Spinatsch primarily assembled the still images as two synchronised video sequences. The difference between these is that in SAP 1 the images in each pair are placed one after the other in an additive manner, whereas in SAP 2 they are placed on top of each other in a subtractive manner: the software superimposes the matching image pairs in such a way that only the differences appear, e.g. movements of people or objects, but also technical imperfections or errors that occurred during image capture. As a result, one sequence "analyses" the other, since they are synchronised, in "real time".
The sombre images resemble X-rays, in the form of negatives or a "negation" of reality. The apparatuses control themselves and produce new levels of meaning. The images communicate with each other. The software guides the gaze across the automated images. The observer is initially unable to analyse the images' movement and interference. The sequence SAP 2, in which everything that does not change is deleted (black), requires the observer to activate their memories, as if it were necessary for them to restore missing information in order to piece together a puzzle. The observer, as an integral part of this machinery, is reduced to a purely functional role. With regard to this "extended reality", the power of algorithms, Jules Spinatsch investigates the delegation of power to machines.
The work Zeitreise (Time Travel) was realised in the FullDome Planetarium Mannheim during the projection of an educational film that shows the familiar story of the universe, from its birth to the present day, transferred to a single year. For the entire duration of the film, the programmed camera in the centre of the dome captured one image every three seconds, thus scanning the entire hemispherical projection surface exactly once. The 882 individual image segments were then arranged chronologically to produce one monumental image.
Placed on the floor, the long panorama emphasises the passing of time because in order to observe the image, it is necessary to walk along its length. In the context of the exhibition, it also brings to mind the big bang of information production and the storage thereof, which leads to an inflationary universe of digital data. Most of all, however, the image tells the universal epic story of the creation of the world in speculative fragments and tries to compare these with our collective and individual memories.
Cabinet
Tanzboden 1 (Dancefloor 1), claustrophobically filling a wall in a separate room, depicts 16 hours of ecstatically dancing crowds and people standing around amid complex lighting effects. This contemporary "fresco" comprising 714 images might be read as a reminiscent of a painting by Gerhard Richter, in that, to a certain extent, it visualises the imperceptible and incomprehensible. It comes across like a feverish escape from one machine into another, synchronised by the beats of electronic music. The individual plunges into enjoyment, where escape from oneself and loss of control are wanted, and their amnesic effect accelerates.
Finally, at the exhibition's exit, an arrangement of individual images unequivocally exclaims: Obey, Obey. As a command, warning or fact?
Jules Spinatsch often makes use of multiple media at the same time, from individual still images, assembled to form series or large photographic murals, through to moving images. In so doing, he deliberately guides the observer towards his goal: his image research perhaps causes us to ask ourselves about how these images function in a precise context, namely in the panoptical world, be it digital or analogue, in which dark transparency transforms into something that is increasingly invisible and abstract.
In Halbautomat II – Endspiel (Semiautomatic Photography II – Endgame), Jules Spinatsch gives us his vision of the announced next technical revolution, the so-called Internet of things and Industry 4.0. A new generation of software enables autonomous communication between devices and promises us all kinds of (everyday) simplifications. The production of commodities is becoming individualised on the basis of the "requirements" extracted from our customer profiles. A transparent technocratic universe that tells me what I want.
The central question is still that of the relationship between human and machine, of whether or not this is itself defined by a panoptical model, a complete digital overview, and consequently on the basis of our relationship with power. Jules Spinatsch's work presents a social and political all-encompassing view that forces the observer to develop an analytical method. Those who "look" are prompted to decode the works, their means of representation and, above all, the functioning of a society that is subjected to automation and to a control system that is gradually, yet continually, becoming more authoritarian. Camera, computer and Internet have replaced the human being's gaze and ability to analyse, making the human being nothing but a machine. Is this world, from which the human presence has almost completely disappeared, genuinely doomed? Or is this instead a question of trying to reconcile the machine with the creative potential of the human being? Is this ultimately about the birth of a new societal militancy, or a portrait of an alienated and self-alienating society, inescapably continuing like Beckett's Endgame, and atmospherically in line with HR Giger – whose technoid archaic universe already fascinated Jules Spinatsch in his early youth?
Based on text by Sarah Zürcher (from the original French) 
Among other references, Spinatsch refers to philosopher Byung-Chul Han's essays from Psychopolitik: Neoliberalismus und die neuen Machttechniken (Psychopolitics: Neoliberalism and the New Techniques of Power), to Jeremy Bentham's invention of the panopticon, and to Michel Foucault's book Discipline and Punish: The Birth of the Prison, which analyses, among other things, the architecture of the panopticon.
