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Sometimes we can feel its weight for hours. And neither of us
likes it. If’s too much. But my mother loves it. It’s as though she
believes it reveals our love for each other.

"The love which is maybe already there, I don’t know. Probably.
A certain kind of love. I don't know.

Sometimes I think I should give my mother a dog. But she
doesnit want one because of the rain and because it might make
her fall over.

1 found myseif a small room in my mother’s big apart- ment
whete I could write with the door closed. The bedroom is full of
rubbish. But I don' really mind. 1 like it.

T have a refuge where I can write and smoke with the

window open.

My sister said that she mustn’t smell the smoke because.it will
tempt her and with my mother’s weak heart it would be the end.

Today my sister drove her to the hairdresser. It was her first out-
ing after leaving hospital, her first outing was to the hairdresser.
She said she could no longer bear to see herself looking so
shabby. 2

Yes, just a few hairs left standing on the head of this woman
who was once so beautiful. She finds it hard not to be so beau-
tiful anymore. I can understand that. I can understand almost
everything even though sometimes I don’t want to.

That's why T always feel sick to my stomach.

And then it’s back to the kitchen table.
1ts lunchtime.
And even before she sits down to eat she asks loudly,
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Now; after rereading all the emails she sent me over that period
and all the others too, I regret it. Not our break up, no. But the
fact that I didn’t say what I really felt.

All] feel is regret and Id like to teHl her so. But I know it’s too
late and that it’s probably better for me to leave it unsaid and
that this time I should bear her feelings in mind, not just mine.
All feel is regret but only about the emails; ot the rest. That
was the first time we broke up and I should have

held out.

Theld out for a little while but then she knocked on my door
and I hadn't expected her so I couldn't bring myself to tell her
go away. I just said, what are you doing here. 1 wasn't happy. But
she acted like nothing was the matter and came in.

I should never have opened the door.

My mothier appears at the door to the small bedroom.

Won't you talk to me for a minute, please. Am I annoy-

ing you? 3

No, if’s not that, I just have things on my mind. Well, you should
work those things out.

Yes, Ill work them out.

Then I go to'bed.

1 hide in ane room or another, then I feel ashamed for

having hidden.

Ireturn to the room where she sits. I try to think of something
to say. Have you finished your book, I ask.

No, I can't, my eyes hurt. The words are all blurty.

T should never have asked her if shed finished her book.

I should have known I'd get an answer like that.

1 stay there for a moment and then I go and hide again,
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and what will we eat tomorrow. What she means is when my
sister is gone. But that’s not what she says
She wants to believe that I won't know how to cook for

her.

I tell her that of course I know how, so she says that usually
‘when I come to stay it's her who ends up cooking and then she
tries to kiss me again and 1 wriggle out from her embrace and
straightaway I feel cruel and even stupid. What would it cost
me, I could just let myself be kissed, shed be so pleased.

But it’s hard to see why I've remained an old child in black and
white like that.

‘The reason I never knew how to make a life for myself.

‘The only thing that can save me is writing. And even then.

And even when I write it’s about her and so it doesn't give me
the sort of release that people who dont write might imagine.
No, it's not a release. Not a real one.

At the table her eyes start to close.
Yes, the hairdresser tired her out.
Straight after eating she went to bed on the sofa. Now

1feel depressed. But itl pass. Tomorrow. And even if 1 stil feel
depressed I won't reply to C’s emails. That makes me feel strong,
And [ tell myself nothing can be done. But when there are no
emails I spend my time waiting for them and I don't think about
what C. must feel when she in the same position, I think only
of myself and how strong I am for being able to resist.

But even when I'm hidden I can feel her presence, so I tell my-
self there’s no point hiding. I might as well return to the room
where she spends all day asleep, or half asleep. But just thinking
about it makes my heart sink.

My heart sinks and a few tears follow. I wipe them away.

I return to her room as if to a funeral. And then the shame
comes back.

T try to let myself get swept up by my mother’s impetcable
organisation. After two or three days I realise that it does me
good.

‘There’s always something to eat in the fridge. We eat in a dlean
kitchen at the same times every day.

Not like in Cls apartment where theres never anything in the
fridge except when she suddenly decides she should get her life
together.

But that’s rare and even when she sets her mind to it she
doesn't always manage the necessary steps.

Going downstairs and walking to the supermarket feel like
insurmountable tasks, and so does returning a phone call or
spending the evening with friends.

Often she will have arranged to go out but when it gets to the
afternoon she says, [ won't go. I can't go. I wasn't that invested
in going anyway. She ends up phoning the person and making
something up and saying, but let’s do something next week,
without being sure that she'li man- age that either.

Sometimes it seems easy and she goes, especially if some- one
comes to pick her up.

But most of the time she stays in bed, takes sleeping pills and
goes to sleep.
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friend in New York and maybe even in the world, said to her
when she told him that shed met someone, that’s brilliant,
you're going to have a new life, you can start over. But she’s so
young. That doesn't tatter. I'd just met her and I didn't dare tell
hinvhow. 1 was embarrassed. I just said, shes beautiful and won-
derful and intelligent; so my friend said, come out with us and
bring her with you. Yes, T saids Pll come'and bring her with me.
She looks like'a wrinkled old prune or a newborn lamb, I can't
decide which. % g

Do you love her? Yes; I think so. Yes, I think I love her.

Maybé.1 doiit know:

She listens to me.

I talk to her all the time. I shouldn't have.

It started at a conference on the speed of light and Hiro- shima.
The physics professor from the University of Nice explained
that the dead bodies had left a lasting shadow and were built
into the city-walls.

And suddenly [ realised that I should be trying to rec- reate
something like that in my work with images. Yes,
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And it could have remained a desire that we could have written
about, with us saying how much we wanted to.sce each other
and why. I was 5o happy and it was probably enough for me but
Ffelt in my body and everywhere else this desire to see her and
she felt the same. We were al- ready telling cach other how wed
kiss and how we could already feel those kisses, and that could
have been enough. I'was starting to live again. T would wake

up excited, full up with what wed said to each other the night
before. 1 would go to bed reading the poems shed sent me, after
sending her anecdotes and songs, and 1 remember think-ing
that sending poems and songs is something you do at fifteen
but till 1 would listen to the songs on repeat and sing along,
especially to ‘My Funny Valentine and ‘Bang Bang, These were
the sad songs.I would sing along to at the top of my voice.

T sang these songs over and over and it could have been enough,
now: that my heart was beating fast and my body had come back
o life. [ was so happy. I wondered if Id ever been so happy in
my life and more and more often one or other of us would say, I
really, really, really want to sce you.

‘Then one day it happened.
She wrote, I'm going to see if I can free myself up for two days
next week to come and see you. I think it would be the best
thing for both of us. Don't chat with any of your new FB friends
or I'll get jealous. No 'm justsaying that to wind you up.

Lots of love.

I should have seen the signs but I thought it was just hier sense
of humour so I laughed. If only Id known.

At the last minute she couldn't come, she wasn't feeling

well. And I felt a vague sense of relief. She had an abscess

that’s what [ should be doing.

‘Then my sister came to meet me from Mexico and per-
suaded me to get a Facebook account.

And thats how it started.

1 saw that people were discussing shadows so I joined in.

When the important professor left the room I'd wanted to

talk to him. But he didn't seem like someone you could just
approach. Maybe if he hadn't seemed like someone you couldn't
just approach it never would have happened. Maybe. I donit
know. Or maybe that was the pretext I used to talk to someone
I didn't know. But I don't think so. The conversation was
interesting so the next day I continued it. Yes, on Facebook. I
tried to find it again but Facebook has made a fool of me. It says
this conversation no longer exists and my memiory is too short
to remember it.

But anyway, after a short time the conversation complete- ly
changed. It was no longer about shadows, shadows had been
replaced with more and more lots.of love and speak to you
soons. What else. Thats it for the moment. For the moment

yes but everything can change inan instant and so I would
write shaking all over, waiting for her to wake up. I would stay
i front of the computer and suddenly I would see a green dot
appear o the left of her name and it would start all over again. It
was exciting and emotion- al and it happened so quickly. And it
went quicker and quicker. And I was happy.

So happy; I couldnit believe it. It could have continued that

way, with us writing to each other. It could have and I would
probably have been happy for the rest of my life, but one day we
talked about our desire to see each other.

that was causing her discomfort. She often got abscesses. I felta
vague sense of relief without knowing why, but
probably because I already knew.

After that she said, you come instead. I said yes and then 1 said
0. I'm not well. You won't like ime-when I'm not well. She said
that she would, that shie was gopd at dealing with things includ-
ing my not being well, she could cope with that and with lots of
other things too. 18hould have known that when'someone puts
your mind at rest so easi- ly they’re not always telling the truth,
as they won't about lots of otfier thingstoo.  ~ g

‘Then someone else told me you should go, whats the worst
that could happen. So I went to England. That was where she
lived. In London’s Zone 2. An area where everything looked
the same.

I shouldn’t have.

Today my mother woke up sobbing, Sobbing'so hard it was
heart-wrenching. Shouting, almost. I thought, this must be
what horses sound like when they neigh. Even though 1 donit
know horses very well. I dont know nature very well in general.
i do know that being in nature is meant to be good for your
breathing and I've often thought, I should go. But I've never

- known where in nature to go.

1 knew that this sobbing was my fault. Even though I have
always felt everything to be my fault even when it isn't. But this
time it was. I couldn’t stand being there and she could feel it, she
knew I was hiding and running away from her.

So I made an effort to be kind and tender and it almost calmed
her down.

Translated by Daniella Shreir and reprinted here with permission by Silver Press (thank youl.




lintuitionens vold -To dage med Chantal
. Akerman_ Lasse Winther Jensen_udrag.txt

1 fire drtier har den belgiske instruktor Chantal Akerman nydt
en helt serlig position inden for verdensfilmen. P4 den ene
side er hun en vanskelig og for mange utilnermelig filmskaber,
hvis filt meget sjzldent har vakt genklang i noget, der si
meget som minder om en bredere offentlighed, men pa den
anden side er der fi andre instruktorer, der har formaet at
sd radikale film s stor udbredelse og samtidig har formaet at
genopfinde sig selv gang pa gang og vinde nyt filmkunstnerisk
land érti efter drti. Akerman har lavet revolutionerende
eksperimenter i form og tid, som har sat dybe spor i
verdensfilmen, og hun har lavet smalle dokuimentarfilm, der
nasten synes v:ﬁ? i deres let maniske udtryk. Hun har
Tavet dok ltilm, ekperi d
spilleflmiby st konyeriionelld et mar: Hoh Rivivade
en hel generation af filmskabere med hovedvaerket Jeanne
Diclman, 23 quai du Commerce, 1080 Bruxelles fra 1975,
og siden da har hun begivet sig i den ene uventede retning
efter denanden i evig angst for at gentage sig selv - dog uden
nogensinde at tabe sin umiskendelige filmiske stemme.
Akerman er altid bevidst om at undga meerkater som ‘queer;,
feminist’ og lignende, der ville vaere oplagte at paklistre
hendes film fra specielt 70%erne. Det eneste, hun lader til at
dentificere sig som, er filmskaber og jode. delen af
hendes familie blev deporteret til Auschwitz under Holocaust,
og kun hendes mor overlevede. Hendes tidlige barndom var
praget af en ultraortodoks bedstefar, og indtil hans dod tevede
familien en strengt regelbunden, jodisk tilvarelse.

film, eksperi

ville i

Jeg modte Chantal Akerman over to dage i november 2013,
i det Israel, hun foler sa stor en tilknytning til, forst til en
forelesning pa kunstskolen Bezalel, dernzest til et interview
under fire ojne og slutteligt til en screening i Jerusalems
cinematek af hendes forste spillefilm Je, tu, il, elle (1974),
efter hvilken hun bley interviewet pa scenen af den israelske
filmskaber Avi Mograbi,

Det folgende er en sammenskrivning af de historier,
Akerman fortalte under de to dage i Jerusalem, af hendes
refleksioner omkring fitmkunsten og hendes forhold til sin
egen proces og arbejdsmetode. Akerman er en kunstner,
der bade i egen person og i sine film giver indtryk af at
hengive sig totalt til sin passion og sin intuition. Hendes
inspirationskilder er af og til relativt arbitreere, og hun
benaegter ofte cthvert kendskab til kunst, som hendes egne
film har inspireret, og i det hele taget vedkender hun sig
meget f2 kunstnériske stromninger, hvad enten hun selv har

startet dem eller har lagt sig i forlzngelse af dem i lobet af sin
karriere. Snarere end ud fra en trang til at stadfeste holdninger
eller kanalisere inspiration, arbejder hun ud fra en intuitiv
indre nodvendighed. Samtidig viser hendes film en gradvis
bevaegelse fra en streng struktur og en gennemgribende
formalisme til et mere og mere frit og bevaegeligt filmsprog, og
pé den vis er det at se udpluk af hendes film siden 1968 preecis
som at folge en person fra en spaed og stalsat begyndelse til en
moden sikkerhed og et udtryk stort set uden greenser.

De tidlige 70re og den amerikanske avantgarde
Akerman lavede sin forste film Saute ma ville som 18-arig i
1968. Det er en ekstremt simpel 12 minutter lang film skudt pa
35mm og med hende selv i hovedrollen: En ung pige gir ind i
sit kokken, roder ud over det hele, rydder op igen og spraenger
til sidst sig selv og kokkenet i luften. Med et brag legges
grunden for flere af Akermans troper i forste del af hendes
ceuvre: Kvinden og hendes fangenskab i husets tomme ritualer
og kokkenet som radikalt udfoldelsesrum, der determinerer
livog dod.

Filmen er Javet med tungen i kinden og en fantasifuld
omgang med tekniske forhindringer. For eksempel havde
den unge Akerman ikke midler til at optage lyd til filmen, s
lydsporet bestir af hendes egen nynnen og fnisen. P lignende
vis er filmens abrupte klipning et resultat af, at der kun var rad
til at optage 13 minutters film til filmens 12 minutter, hvilket
dikterer hele filmens tempo og giver den en rahed, der er helt
dens egen. Det er tydeligvis en film lavet af en 18-drig, men en
18-arig med en Klar vision.

En inspiration vil Akerman vedkende sig. og det er
inspirationen fra Jean-Luc Godard..Som 15-arig s& hun x_r{:z
le Fou (1965) i biografen, og da forstod hun, at film ogsé kunne
vare poesi, og at de kunne opfylde andre behov end spanding
og underholdning. Da hun kom ud af biografen, sagde hun til
sig selv, at hun ogsd ville lave film. Og det gik hun i gang med,
nesten med det samme,

1 forbindelse med skabelsen af Saute ma ville, og dens
tilknytning til hendes avrige vaerk og 70%rnes kunst generelt,
gar Akerman langt for at understrege, hvor uskolet hun var, da

hun lavede sine forste filmiske cksperimenter. Hun begyndte
pé filmskole, men droppede ud efter tre mineder og blev i
stedet autodidakt. Under forelaesningen pa Bezalel sporges der
flere gange til hendes forhold til 70%rnes feministiske kunst,
ksempelvis Cindy og Martha Roslers
Semiotics of the Kitchen, der tydeligvis er dybt inspireret af
film som Saute ma ville og andre af Akermans tidlige veerker.
Akerman svarer, at hun intet som helst anede om kunst pa
den tid, og til sporgsmalet om hvorvidt det 2xblemotiv, der ses
i Amsa ma s=m og wﬁ:wwnv et par ar senere i La Chambre, er

filmskaber, der lavede Jeanne Dielman, kun var 25 ar gammel.
Jeanne Dielman er en tre timer lang fiktionsfilm om en kvinde
(gestaltet i en bemarkelsesvierdig prestation af Delphine
Seyrig), der lever som husmor og deltidsprostitueret. Vi folger
hende over to dage, og det meste af filmen er struktureret
omkring hendes huslige ritualer. Ilange sekvenser ser vi hende
vaske op, gore rent, skrzlle kartofler og opvarte sin apatiske
son. I sig selv er det en radikal tematisering af kvindens rolle
og husmorens manisk ritualiserede tilvaerelse, men mest af

alt er filmen et stilistisk mesterstykke. Lige fra framingen

ent til faldsmyten, svarer hun
"Nej. Jeg taenkte 5:?5 ikke pa Eva. Jeg spiste bare mange
@bler dengang, Jeg ville vise blandingen af liv og dod i Saute
ma ville. Livet er blandt andet at spise, si i filmen spiser jeg en
masse, for jeg begir selvmord. Men jeg tenkte ikke pa Eva.“

Det eneste, hun vil vedkende sig, er altsa, at medet med Pierrot
le Fou tandte hendes inspiration og hendes lyst til at give et
filmisk udtryk til de ting, der I& hende pd sinde.

Den mest formative periode for den tidlige Akerman er
hendes ophoid i New York i starten af 70erne. Hun flyttede
dertil som 20-drig og stiftede bekendtskab med den spirende
nordamerikanske avantgardefilm, hvilket i hoj grad blev et
vendepunkt for hendes opfattelse af mediet. Igen glider hun

af, hvis nogen forseger at stte hende i forbindelse med
beveegelser, specielt hvis de har at gore med feminismen. En vil
vide, om hun da slet ikke var pavirket af 70’ernes kropskunst
og performance art, for det er i hoj grad genrer som disse, en
film som Saute ma ville var med til at kzgge grunden for, og
denne tilsyneladende forbindelse udvikles ogsd i hendes senere
film. Akerman benagter imidlertid enhver forbindelse: "Nej,
jeg havde intet forhold til det. Da jeg kom til New Yorki 71,
modte jeg en kvinde, der hedder Babette Mangolte [der senere
blev fotograf pa Akermans film]. Hun tog mig med ind i den
cksperimenterende kunstverden. Men selv ikke dengang lavede
jeg en kobling mellem den eksperimenterende kunstverden og
min egen verden, Men jeg indsd, at man kan lave noget med en
massé spanding uden at fortalle en historie. Som eksempelvis
Michael Snow.

Netop medet med den canadiske instruktor Michael
Snows ultraradikale film La Région Centrale (1971) blev et
vendepunkt for den unge Akerman. Filmen er en tre timer
lang redigering af 24 timers optagelser fra en bjergregion i
Quebec. Optagelserne er udfort af en robotarm, der ud fra
matematiske algoritmer var preeprogrammeret til aldrig

at udfore den samme bevaegelse to gange. For Akerman

var manglen pd system i kameraets bevegelser fige si
sindsoprivende som plottet i en Hitchcock-film ‘og samtidig
gav filmen hende en fornemmelsé for det, der siden skulle
blive en besattelse i hendes egne film: Tiden og dens gang.

Tiden er det, Akerman respekterer mest og kerer sig'mest
om. Hun neegtede at lade Bezalel vise et klip fra La Région
Centrale, da det ville vere at gore vold pi en film, der ikke er
hendes egen, og samtidig edelagge det unikke billede af tiden,
som filmen giver. 1 forbindelse med snakken om Michael Snow
definerer Akerman sit forhold til maden, tiden kan og bor
inkorporeres i en film pd, og hun formulerer dermed en af sine
allermest centrale pointer: "Det vigtigste, vi har i livet, er tid
og tidens gang. Og nir folk siger til mig, h, vi si en god film,
vi markede naesten ikke, at tiden gik!, foler jeg, at tiden blev
stjalet fra dem. For de folte den ikke! Nar man lytter til musik
eller ser film, er det enormt vigtigt at fole tiden gd, for tiden er
noget, man fir forweret. Man foler, at man lever. Hvis man ser
en film og til slut taenker, 'hey, jeg folte slet ikke, at tiden gik,
s foler jeg virkelig, at man er blevet bestjalet. Nar jeg laver en
film, sa vil jeg have, at folk oplever tiden. Det er enormt vigtigt
for mig”.

Tiden er noget, man fir forzeret. Det er et udsagn der
passer pa flere filmhistoriske hovedveerker og 52 sandelig
ogsa pa Akermans egne. I hendes forste - og stadig relativt
studentikose - spillefilm Je, tu, i, elle fra 1974 foles tiden
orthvid masse, der tynger karakteren (stadig spillet
af Akerman selv) mod gulvet i det vaerelse, hvori det meste af
handlingen foregir. Sammen med hende meerker vi tiden, vi
ser den ga, mens hun kigger ud af vinduet, mens hun spiser
sukker direkte fra posen, og mens hun tager pa et apatisk road
trip, Selv i filmens afstuttende lesbiske samleje foles tidens
taktfaste gang konstant. Det er ofte en lettere tom og diffus tid.
En foraering, vi ikke helt ved, hvad vi skal stille op med.

‘Tidens mening, og meningen med tidens gang og dens
opdeling i ritualer, bliver forst for alvor manifest i Akermans
naste film, det epokegorende hovedvaerk Jeanne Dielman, 23
Quai du Commerce, 1080 Bruxelles.

som el

Jeanne Dielman og afskeden med avantgarden

Som Avi Mograbi pointerede over for Akerman under deres
samtale i cinemateket, er det naesten umuligt at fatte, at
Jeanne Dielman kun er lavet to dr efter Je, tu, il, elle, og at den

af dorabningernes naturlige dybdeperspektiv over det
strukturerende element i ;&8:3_:5 der teendes og slukkes,
til Klipperytmen, der langsomt @ndres, som filmen nacrmer
sig sit voldsomme klimaks, formar Akerman at tage alt det
bedste fra avantgarden og satte det ind i en mere konventionel
fiktionsfilms rammer, hvorved hun opnér et nyt og vitait
udtryk. Her meerkes tiden. Her fir vi, udhugget i blokke af

tid, et indblik i, hvad fivet bestdr af. "Hvad de fleste kvinder,

pa” som

og ogsi mange meend, bruger nasten hele deres li
Akerman forklarer,

Filmen blev efter sin premiere i 1975 opfattet som 70'er-
feminismens absolutte hovedvaerk, men det var andre ting
end blot kvindens lod, der oprindeligt inspirerede Akerman.
Til Mograbi forklarer hun, at filmen var en sammentletning af
alle de huslige pligter, hun i sin tid havde set sin mor udfore,
pligter, der antog mere og mere rituel karakter.

Akerman mener, at hun, hvis hun havde lavet filmen
som 40-drig og ikke som 23 let ikke ville have veeret
i stand til at huske ritualerne sa r_u: og tydeligt, og hun
forklarer, at Jeanne Dielman for hende lige s meget var en
made at fortolke:morens Holocaust-traume pa. De huslige
ritualer blev for Akermans mor strukturskabende og en made

at overkomme hverdagen og livet pa. Og desuden udgjorde de
tomme ritualer en erstatning for de religiose jodiske ritualer,
der forsvandt, da bedstefaderen dode: “Jeg ma sige, at det

tog mig enormt mange dr at forstd, hvad jeg egentlig gjorde

i Jeanne Dielman. Dengang sagde alle, at den handlede om

kvindens fremmedgorelse. Men det var aldrig min intention at
lave en film om det. Det rituelle er noget, vi har mistet i vores
kultur, og det er ogsa det, filmen handler om. For joderne er
tid og ritual noget helt centralt. Selv for de sekulare er det der
altid, selvom de ikke ved det. I min familie var det noget, min
bedstefar stod for, og i dag savner jeg det enormt meget; denne
ritualisering af livet”

Som sadan kan flere af Akermans film opfattes som

liseringer af livet, og i den udgor Jeanne
Dielman en hjornesten. Filmen er baseret pé et ekstakt og
praecist 90-siders manuskript, hvori samtlige af karakterernes
bevagelser star beskrevet. Ifolge Akerman udgor manuskriptet
narmest en selvstendig bog, og hvis Jeanne i filmen flytter et
glas pd bordet tre centimeter til den ene side, er det, fordi den

bevaegelse star beskrevet i manuskriptet. PA den made blev
filmen ogsi en ritualsamling for Akerman sely, og overforslen
fra manuskript til film blev udfort pa en made, der saglens
kan beskrives som rituel. Dermed udgor Jeanne Dielman en
absolut kulmination pa Akermans tidlige besattelse af tidens
udfoldelse og det strukturalistiske filmsprog. Den er et studie
hvordan tidens gang i sig selv kan fremprovokere en nasten
indelos spaending. og hvordan tiden i sig selv kan fa den
mest banale og hverdagslige begivenhed til at fremsta med en
voldsomt ladet betydning. Ikke i form af dens symbolkraft,
men blot som begivenhed i sig selv, fordi den nu indgér i en
sammenhaeng, hvor tiden har forrang frem for alt andet og
folgelig fremstir som noget enormt vaerdifuldt.

Akermans karriere efter Jeanne Dielman blev i hoj grad
et forsog pa at vriste sig fri af den strukturalistiske form og
pa at fa ritualerne til at indgd organisk i den méide, de enkelte*
film bliver skabt og filmet pa. Blandt andet ved at forsoge at
inkorporere den intuition, der fra begyndelsen var hendes kald
som filminstrukter.

Forste gang trykt i Krystalbilleder -
Tidsskrift for filmkritik nr. 3, 2014. Genoptrykt med
tiiladelse fra skribenten og Krystalbilleder.

http:/www.krystalbilleder.dk/wp-content/up-
loads/2016/03/Krystalbilleder_magasin3 WEB_2.pdf

Autour de Jeanne Dielman

part 1
https://www.dailymotion.com/video/x7siéky
part 2 i
https:/www.dailymotion.com/video/x7si723

.:.i Pajama Interview_Brenez_2ndedit.docx

‘To meet Chantal Akerman is to experience someone
incomparable: 2 person of uncommon force, capable of
wresting a film from a well of the worst production problems,

like those that arose during Almayer’s Folly (2011); a person

of immense vulnerability, to gauge the extent that sheoffers
herself to others, provided they do not represent power

of any sort, whether political, economic or symbolic; a
creature capable of the most extraordinary gestures; snall
and large alike. What other filmmaker, for example, would
have offered all her resources to her bankrupted producer,

as Chantal did for Paolo Branco in 20082 Instinctively -
never a matter of doctrine but of living proof - Chantal
Akerman lives and acts day-to-day the teaching of Emmanuel
Levinas: thinking through the Other. We shall sce how
this ethics structures a conception of the image. On the
one hand, we find iconophobia, that is, the rejection of the
idolised image (‘in the Sanhedrin Tractate, it is written:
one must not say to another, wait for me by such-and-such
idol’ - Maimonides, Laws Concerning Idolatry). On the
other, figurability: an analytical relationship to the world
founded on a deep understanding of the complex interplay of
projections comprising human exchange - an interplay that
the cinema can legitimately take as its very material.

In the heat of the summer of 2011, although busy with
the release of her new film, Chantal Akerman offered
all the time needed to elaborate on this interview
which she reread and corrected while scattering I don’t
know throughout, to reject, with characteristic tenacity
and exactitude, any pretense of mastery. 1 have organised
this wealth of material like a small, private encyclopedia,
both alphabetically and chronologically, while inferweaving
commentaries on the films chosen by Chantal for

the carte blanche series offered by the Vienndle (The *.
Vienna International Film Festival) and screenedat the -
Filmmuseum. The title of the interview is, of course,

a homage to the 1957 musical comedy The Pajama

Game (the Golden Eighti
Godard wrote so well, yields to an ‘unrestrained’ joy in

of its era), which, fean-Luc
freedom, ‘the pleasure and the need to dance’

Tom Milne (ed. & trans.), Godard on Godard {London: Secker &
Warburg, 1972), p. 87 (translation amended).

AKERMAN
Nicole Brenez: A for Akerman, it’s logical. Let’s give this
interview a concrete, historical frame: it’s July 2011, you've just
finished Almayer's Folly, and we're talking against a backdrop
of violent economic crises and revolutions. How are you taking
them?

Chantal Akerman: I was born in 1950, in a very poor family, ?

but in the context of the post-war era, things were getting
better and better, at least in the Western world. Today, it’s hard
to imagine what will happen once we've suppressed everything
that allows people to get by haifway-decently. Or unfortunately,
maybe it’s not so hard to imagine.

NB: Do you think that the next revolution could come from
the extreme right in Europe, that the Arab Spring could be
suppressed by the fundamentalists?

CA: Maybe. Maybe, yes, there are days when 1 tell myself
that. I always believe the worst. Unfortunately, history has
tended to give me reason. In 1941, the Americans knew that
the war was won, and they started to organise the escape of
the Nazi heads with the Vatican. In 1972, they appointed a
criminal, an old officer in the stormtroopers, to the head

of the UN [Kurt Waldheim, Secretary-General from 1972
to 1981]. Power has no soul. You can't be surprised by
anything. Today, the neoliberal lobbies insist that we cut the
budgets for education, health, assistance programs for the
poorest people ~ everything that makes the world livable.
Two years ago, during the first crisis: I was in Miami, and
in the Haitian quarter I saw all the multi-coloured houses
closed up and barricaded. I wanted to paint some sheets
different colors and write a soundtrack taken from what
happened to the people who lived in these houses, and
make an installation.

NB: Why didn’t you do it? .

CA: When things don’t happen right away, I lose my drive.
And anyhow, | had to prepare Almayer. But I regret not
doing it.

JEANNE DIELMAN
NB: Your work includes a number of self-portraits, and one
majestic figure who totally innovated the relationship between
portraiture and narrative: the figure of a :55% Jéanne
Dielman.

GA: While I was writing it, I didn't understand Jeanne
Dielman. I didn't understand it until many years later: it was
also a film on lost Jewish rituals, not just about an obsessive
woman. If shes so obsessive, it's to avoid leaving an hour open
to anxiety. And when that extra hour arrives, all her anxiety

surfaces. ! 4
Tunderstood it after the mental crisis and atialysis. I wanted my
mother to keep the Sabbath, to light the candles; it cime ffom the
death of my father's father (my mother's father died in the camps),
the man who had accepted me as a girl. At his death, T was still
little; they took me out of Jewish school overnight, and it was a
shock, since it broke off another cannection to my grandfather.
To keep the Sabbath, for me, meant reviving my ties with this
man who had accepted me as a girt. Its a really beautiful ritual,
powerful and even philosophical when you grasp it. The idea

of the ritual has to do with the passage from animal to hufhan.
According to the dietary rules, you have to know whats a milk-
product, or product of other foods, you have to think before
eating. I like that idea. T don't keep kosher, but at least I know the
basics. 1 know Why you car f

at shellfish: because they never fully
developed. ¢

NB: You make me think of Ken Jacobs, who's explained once
that Tom, Tom, the Piper’s Son (1969) is a film about a Jewish
ritual of sexual initiation.

CA: A lot of sexual rites are made so that men might think a
little before fucking women. In Judaism, the man is required
to please his wife. If not, it’s grounds for divorce. One of my
cousins got divorced for just that reason. Friday night, the man
has to please his wife, so that he has to get to know her, for five
minutes he has to forget about himself. You don’t have to be a
believer to subscribe to that. Unfortunately, the ultra-orthodox
have changed all this, and often for the worse.

NB: What was your experience like at the films release?

CA: At Cannes, after the screening, the first one up was
Marguerite Duras. Right away she tried to dismiss the film. She
said that she wouldn't have filmed the murder, she would have
made a ‘chronicle. I don't think she understood anything. She
said, ‘that woman's crazy, so she could relate the character to
her own world. I was furious. For me that woman was fike all
the women Td known as a child. Were they crazy or was ita
way to fight against crazingess, anxiety?

Marguerite built up airs around herself that she would
promote and flaunt non-stop. With Agnés [Varda], we were
sometimes competitive, but Agnés is capable of moments of
great generosity toward women, where Marguerite was only
capable of generosity to men; she loved them madly. It would
have been better if I hadnt met her. We spent three months
together, since Jeanne Dielman and India Song came out at
the same time and were shown side-by-side at all the festivals.
Marguerite was often on the bad side, first during the war, then
with the Coramunist Party ... but there are these flashes in her
work; I went to see Eden Cinema (1977 on stage, and it was
magnificent. And, deep down, I nevertheless liked her.

Really, it always better not to meet ‘the creators. Whenever
anyone tells me, I love your work, I'd like to meet you, I'always
say: it’s better not to. 'l disappoint you.

NO
NB: Often, when someone asks you a question, your first
impulse is to answer ‘No. Like a lot of writers and artists,
yowve been given a powerful instinct for contradiction; you
make me think of Faust’s line in Goethe: ‘the instinct that
always says no.

CA: But no! [Laughing] I answer no when the answers
imprison me in a grid, a system of interpretation. And I don’t
want to take it, to accept being simplified. But after saying no, I
apen up. When I know a topic really intimately, I want to take
my time to explain it well and open up. I don't want to hold
just one thought; I want to haye different thoughts that can
play on different perspectives. So I say no when I find myself
in the grips of some ‘agenda’ for example. One of the people
I've really loved to have a dialogue with:on art is Lynne Cooke,
an Australian curator. She asks questions wonderfully, always
in this open way. The first time we met, it was the day after

the wrap party for D’Est; Id drunk too much the whole night,

‘CA: Yes.

1d barely stept. Suddenly the bell rings, I open the door, and
she's there. T don't remember anymore if I was even supposed
to see her. T didn't even know who she was. She’s pure in a way
without being a purist. And she’s made me think a lot, one of
the best thinkers when it comes to art these days, I think.

NB: What contemporary artists interest you?

CA: Richard Serra, always - for me he’s the greatest sculptor,
the greatest visual artist. To enter into his sculptures is to
forget time and space, to be immersed in a physical geometry,
which I'love. In music, Kurtag, Scelsi and Monteverdi. In ‘68,
Stockhausen’s Momente came as a real shock, my first shock
of contemporary music. Everything he's done chorally is very
beautiful.

Tn 1971-3, when T was in New York, T was plunged into

the discovery and emergence of all these aesthetic ideas. I
especially loved Charlemagne Palestine, Phil Glass .. but now
Phil Glass, it’s turned into such a simple system, it doesn’t
interest me anymore. The others are still looking.

PAJAMA
LB RIS s ottt oo sy o G Commooreal
lifestyle?

CA: Each film is different, and finds its own life, its own
grounds. The rules develop on their own, and are not spoken,
even if that means they're not rules. I don't need to establish
hierarchies. For Jeanne Dielman, I got into an argument with

a sound mixer. She thought we were going to make the film
collectively - it was the great era of Maoism. She would judge
Delphine, since Delphine came from the haute-bourgeoisie.
But it was Delphine who was taking the most risks for the film,
not her. Rules prevent us from living. I go out in my pajamas,
T've dispensed with fashion. F filmed all of my last film in
pajamas. Today, 'm in my pajamas.

NB: You had a follower in Michael Jackson, who showed up
one morning in pajamias for his trial.

CA: Michael Jackson was the master of transformations,
nothing could stop him from remaking himself.

NB: In the end, nobody could assign Michael Jackson an
identity anymore. He was the human being who transformed
into a type of transformer.

NB: I remember how the example of Michael Jackson helped
certain of my mixed-race students.

PROVOCATION
NB: You say that you remain hidden in the background, but
your work also has a tremendous power to provoke. And
you can be very provocative in life, like during the awards
ceremony at the Venice Biennale in 2008, when you didn’t
hesitate to attack the American culture industry in public.

CA: Ah, I don't remember. In my work, 'm not into
provocation. Tn life, when it’s a matter of immediate
impressions, I donit speak one word louder than another, I
don’t know what to say. It’s only in the wider world of the
public that I can be provocative, I can say everything - it’s all
the same to me. T usually follow a scorched earth policy.

%

N your work has made you into a historic figure of
mam?_; You've mdde your place and you've become an
emblem of emancipation.

CA: I'was 18 in ‘68. In November of ‘68, I made Saute ma
ville. For women, ‘68 was a scam; sexually, we still didn’t have
a choice. It was only later that the whole code was rethought;
until then, we had to pretend.

As for being a historic figure or emblem of emancipation -
well, I don't see myself that way. *

Interviews recorded in Paris between Paris,
July 15 and August 6, 2011.

Excerpts reprinted from the now definitively out-
of-print bilingual (French/English) Viennate ‘Useful
Book #17 publication: Chantal Akerman, The Pajama
Interview (2011). English translation by David Phelps,
revised by LOLA and Terrassen.
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