CONVERSATIONS WITH ARTISTS

OUTER

1816 RYBCZYNSKI

EYAL SIVAN

HARUN FAROCKI

PIOTR KRAJEWSKI

JORGE RODRIGUEZ GERADA
ARJAN PREGL

SOCIETE REALISTE

ZIMOUN

LILIBETH CUENCA RASMUSSEN
EMPTYSET

PLAID - ANDY TURNER
BURNT FRIEDMAN

JULIAN OLIVER

ROY ASCOTT

JOEDAVIS

N55 - 10N SORVIN
BIENNALE DE PARIS

WWW.ARTISTTALK.EU






Let’s start with your background
and education. You quit school and
you never studied film.

[ have no formal education, I left school
quite early, [ never finished my A levels. I
was studying in Jerusalem and I started to
work very early. I started as a still photog-
rapher and then I started with journalism.
Then I moved to fashion photography

and I left Israel and I started to make films
without really learning. [ continue to learn, I
was learning through work, which is for me
the real school, the school of work. I never
forget that cinema is about labour first of all.
And this is also why I don't teach film mak-
ing as such —I teach film thinking. But film
making 1s about thinking technology, think-
ing possibility, thinking potentialities. The
making can be learned through the making,
not by teaching the making.

What is missing today in art schools,

in film academies, is the engagement

of students in projects, the apprentice-
ship; this old tradition where you have a
fllmmaker or an artist and then you have
trainees that you are working with and you
learn the different feels of the film-making
process. Draining cables like I did when I
was fourteen, just electricity cables, and
then putting up lights. And you see a kind
of a strained effect with students that come
out of cinema schools, who feel that they
are ‘filmmakers’ because they learned
filmmaking. And this is a strange fact. As
someone who has no formal education

I am kind of reluctant about the idea of
teaching the “making”, maybe in a kind of
arrogant way. For me, teaching is also my
way of learning. This is maybe also why
each film that I work on functions as a type
of a laboratory: they are very different for-
mally and conceptually, even if [ am kind
of navigating in a small field of subjects.

Being a fashion photographer, how

and why did you make your first
film? What was it about?

It's interesting because there is a connection
between the fact that I was a fashion pho-
tographer or wanted to be, and my first film.
When I was in my last years in high school,
before I left school, I took a beautiful girl to
make a session of fashion photographs in
the desert of Judea next to the Dead Sea, 30
kilometres east of Jerusalem. It’s a place that
1s officially written down as an abandoned
refugee camp on maps and in guides.

[t has mud huts built in the desert and
when we came there, suddenly kids came
to see us and [ realized that people are
living there and that it's not abandoned.
And a few years later, when I left Israel and
settled in Paris, I started to write theory in

a very pretentious way. I was twenty years
old and I thought that I can write about the
theory of representation. I knew nothing
about it! And I had to provide an example.
And I recalled that camp and decided to
make a film about it, which became my
first film. It’s called Agabat-Jaber, the name

~ of the camp, Passing Through (1987), which

]

was the subtitle of the film. It’s about a day
in the life of a Palestinian refugee camp. It
was 1987 when the film was completed, I
was 23 years old and I presented it to the
Cinéma du Réel competition at the Centre
Georges Pompidou, which at the timne was
the film festival. And it so happened that

[ got the first prize for my first film, which
was a surprise and which pushed me into
two things: an announcement of a political
engagement, to be an Israeli Jew that is
doing a film in Arabic, an hour and a half,
about a Palestinian refugee camp, asking
about relations of Palestinians to the land
and this desire of return. So I was suddenly
very marked and recognized as an activist
and pro-Palestinian. And at the same time,

because of that prize I suddenly was in

all film festivals and | started to see what

a documemary actually is, which I didn’t
really know before. So 1 was a maker and

< Spectator at the same time and things
m-f:wed on from there. When I talk about
this today 1 am very self-critical, because
lunderstand that in fact what I did was a
classical €Xample of documentary cinema,
which is first of al] to go and film the Other
the poor, the suffering, with all the beauty
f?f Sl.lffering. And in a way I maybe had an
Intuition about it, because my second film
was in fact about us, about the Israelis, and

about the education in Israel and about
what I cal]

2

the enslavement to mMemory.
The film was called [zkor: Slaves of Memo-
ry. And it’s about how the education aimed
.:;1t ‘eliciting 4 sense of victimization in Israel
1S 1N fact a method of Instrumentalising
'NEMOory with the aim of creating a certain

'ype of obedient soldier who will fight in
the name of hjg victimhood.
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Was the controversy around Route
181 intentional means to start a
discussion?

You know, there’s a nice proverb in Arabic
that says: “when you plant the wind you
gather the storm”. So I wasn't surprised, I
always took the notion of provocation in a
positive way, which is to provoke some-
thing. This definition of controversial for
me says nothing about me, it says a lot
about who is using it. It’s a Very conserva-
tive position. If you're not controversial,
what are you? Consensual? I mean, imagine
if T were a consensual filmmaker, I would
just go to sleep, right?
.. No, I wasn't surprised, if I were surprised
[ wouldn't want to get into the controversy;
if I didn’t want to provoke something in the
area of political conservative stagnation,
I'would make completely other films. It
wasn't the first film that really raised contro-
versy. When Izkor: Slaves of Memory came
out 1n 1990, speaking about the instrumen-
talisation of memory, it highlighted the fact
that Israel uses memory both to blame the
world on the one hand, and to create this
image of the good perpetrator - who always
sees himself as a victim - on the other. This
was also a kind of provocation, I would say,
or let’s rather use the word avant-garde.
I'think that somebody has to go to the
front, and when you go to the front, you
have one risk, to get wounded. I was
wounded. The hysterical reaction in France
was shocking. I left France after that, but
[ left France not because of those who
attacked me, but because of all those that
kept silent and said nothing. All those film-
makers, all those colleagues, all that French
cultural milieu that venerated those who
were attacking me, mainly Claude Lanz-
mann, Henri Lévy and all these contempo-
rary rrench icons. But what really surprised
me was the huge amount of cowardice, the




shyness of people to take a risk. But I was
supported by fantastic people, I mean, one
of the first people that supported me was
Jean-Luc Godard, which is good, the other
was Cvetan Todorov. I mean, it said a lot
about what the French cultural milieu is
about. Route 181 was the first film after the
Algerian war that was censored by a French
minister of culture, following a list, a peti-
tion, a letter that was sent to him, signed by
Philip Solas, Kristova, Henri Lévy, Noémie
Lvovsky, Arnaud Desplechin and all these
people. And all this because there’s a nice
story in France. France had the French rev-
olution, they killed the king but they never
abolished the court. For some of them it
was important to remain in the court.

I left France for four years and then came
back, but I have no contact with this French
cultural milieu; and each time I ask for
grants and funds in France, | am waved
away. I don’t know anyone who thinks I'm
a bad filmmaker, but they’re afraid for their
OWn asses, excuse my expression.

2

What was in the film that provoked

this response?

What provoked this response was in fact
one scene which is closely linked to the
project that I'm presenting at the Berlin
Documentary Forum. It is the idea of Mon-
tage Interdit, a forbidden kind of montage,
between two historical events. There’s a
scene in Route 181 in which a Palestinian
barber speaks about a massacre that took
place in 1948 by a Jewish militia. He tells
his story as a witness who was asked, then
a young seventeen year old boy, to take out
the bodies from that Mosque where the
massacre took place and burn them. He
tells this story while cutting the hair of the
co-director of the film, Michel Khleifi, and
this scene was seen as a direct analogy or
comparison with the famous barber scene
from Claude Lanzmann’s Shoah. Then the
argument turned to the allegation that I
was “nazifiying” the Israelis.

If the Palestinian barber is like the Lanz-
mann’s barber in Treblinka, it means that
I'm nazifiying, that I'm comparing. This is
what I call a forbidden montage, the fact of
refusing to see, to consider that a historical
event is unique on the timeline of history
and not accepting the fact that events can
be linked. I mean 8 May 1945 is the day of
the end of the Second World War and the
ending of the Nazis, but at the same time
it is the beginning of the colonial massacre
by the French people in Setif in Algeria

and those two events are linked. Like 14912,
which is on the one hand the expulsion

of the Jewish from Spain but it’s also the
discovery of the natives by the white mem,
or what is called in Europe the discovery’ of
America that will become the beginning of
the genocide. So the fact of accepting thait
there can be two or three elements at the
same time, the fact that there is no compoe-

| KNOW THAT IF THE UNION OF EUROPE WILL CONTINUE TO BE

ABOUT WHO IS NOT EUROPEAN, WE'RE COMING BACK T Th
CATASTROPHE OF EUROPE. THIS IS WHAT WE'RE FACING TODAY.
A DISCOURSE WHICH IS NOT ABOUT WHO WE ARE, BUT WWHU'S
NOT US. THIS IS WHAT'S COMING BACK. YOU KNOW, | HAVE A
JEWISH MEMORY, AND THIS FRIGHTENS ME. EVEN IF THIE JEW
TODAY IS NOT THE JEW ITIS THE MUSLIM, BUT THAT DIOESN'T
MATTER. EUROPE ALWAYS FINDS ITS NEW JEWS, IN THIS CASE
THE MUSLIMS. BUT THIS IS WHAT EUROPE IS ABOUT, TS A GAME
OF DEFINING WHO 1S NOT US. THIS MEANS THAT EUROPE DOESN'T
WANT T0 LODK IN THE MIRROR, AND SAY WHO WE N FACT ARE.
WHO ARE WE?

WE ARE THE ONES THAT COLONIZED, WE'RE THE ONES TTHAI
MASSACRED, WE ARE THE ONES THAT PUT PEOPLE IN C-AMPS,
STALIN OR HITLER CAMPS, WE ARE THE ONES THAT COINTINUE T0
GIVE LESSONS TO THE WORLD. IF EUROPE WON'T STOP' I, EUROPE
WILL KILL ITSELF FND WHEN | SAY KILL ITSELF IT'S EX(ACTLY
WHAT HAPPENED IIN THE '40S, EUROPE KILLED ITSELF.
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tition of victims. The barber of Lanzinann
~and my barber are not competing fo: who
is the bigger victim. It’s not about COmpar-
ing but it's about the fact that the Paestine
question and the Jewish question ars hoth
European questions at the same tims
This is something that is untenable, thig
is something that is unacceptable ir this
fake world, the so called Judeo-Chrigtian
world, which means just one thing.To be
Judeo-Christian means to be anti-Nyglim.
That’s all, there’s nothing else.

And what was the response of
Palestine and Israel?

In Israel I am known as a critic and adjs-

- sident, as part of the opposition. Of ourse
it was highly criticized but it was less ¢riti-
cized than in France, there was no hygteria,
it was just a critique. For the Palestingng gt
least for some, I'm considered a Palestinian
filmmaker, which I'm very proud of: 5 pe
both an Israeli and a Palestinian filmypjker.

20

| THINK THAT TO PUT AN
OBJECT IN A PUBLIC SPACE S
ABOUT OCCUPATION OF THE
PUBLIC SPAGE - IT DOESN'T
GIVE YOU ANY RIGHT, BUTIT
BIVES YOU A DUTY.
UNFORTUNATELY, MANY
PEOPLE DON'T UNDERSTAND
THAT THEDUTY IS TO PROVOKE
THINKING, NOT TO DELIVER A
NIND OF ASPIRIN. SO I HAVE
THIS VERY WORRIED
CONSGIENCE, MAYBE IT'S MY
JEWISH CONSCIENCE, ABOUT
THIS BIG EUROPEAN SWIM-
MING POOL FULL OF SHIT IN
WHICGH PEOPLE ARE
STANDING UP TO THEIR
NECHS AND SAYING: “DON'T
MAKE WAVES, DON'T MAKE
WAVES."

Lanzmann has publicly expressed his

views on your film Route 181. What
1bout you views on his film, Shoah?

Il 11 obviously a major work. But I think
hat it's not sacred, it’s not holy, it’s not
oimething that you have to whisper when
yoll speak about it. It can be criticized

ke any film, it can be watched as a film.
don't accept this terror thatis imposed

y Lanzmann and by the group around
“hoah, in Lanzmann’s words: “For a new
ind of crime we have to invent a new kind
ol cinema.” Shoah is a fantastic work but
(hat doesn’t make it something that we
can't talk about normally, and even laugh
about, if we want to. It's another film, it’s
nol the event. But it functions today as

1n intellectual terror. As if Lanzmann has
the copyright to the Shoah, but he doesnt.
itler has the copyright.

2

It seems that the discussi>n around

these films, also in this faum, is of-

ten focused on a theoretical analysis

and abandons the actual :opic.

Yes, my comment is that Euroge is sicKk,
people are afraid to think politi:ally. We're

in a situation where the absolue obstruc-
tion of theorization is used as : way not to
deal with reality, the politics, the practice of
everyday life, and it’'s about a refusal to do

a montage, to edit. By editing Imean put-
ting two things together in order to create a
new thing. This is the problemI think we're
facing. Europe is faced with a torrible mo-
ment, which is: it understandsthe notion of
crisis as an absolute depression, whereas for
me crisis represents a momentof potential.
As you can see there is a fascination with
the seventies or the sixties. What'’s the
fascination of the sixties? The sixties and
seventies are not just about aesthetics,

they are not just about theory. They are
about trying and believing tha: when you're
doing, you're changing. In thissense I'm

a fundamentalist. I think that putting an
object in a public space is about occupation
of the public space - it doesn’tgive you any
right, but it gives you a duty. Unfortunately,
many people don’t understanc that the duty
is to provoke thinking, not to celiver a kind
of aspirin. So I have this very worried con-
science, maybe it's my Jewish conscience,
about this big European swimming pool full
of shit where people are standing and say-
ing: “Don’t make waves, don’t make waves.”
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Jaffa - The Orange's Clockwork / Eyal Siwan / film poster / 2010 / © momento-films
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What about your filrll Jaffa — the
Orange’s Clockwork?-

laffa — the Orange’s Clockwork is a film I
te the idea for it

many, many years befor®: In fact I took

(his brand, the Jaffa orar'é® known all over
(he world, and I linked it t© the idea of

(he invention of Palestine’s image. And I
es and through wit-

made in 2009, but I wro

lollowed through archiv

nesses the visual history ©f the branding
4 at the same time |

ried to tell the story, to Teview the history
» be before. For me

| was a project about pirojection. How the

west and a part of westéIh Zionism pro-
on the Holy Land.

ol the Jaffa orange, an

Ol Palestine as it used t

iected on the Palestine,

Al the same time it was® meant to review,

which is a notion that i Very important

(or me because of its d@uble meaning: to

vlew again and to revie'W the archives 1n

original organizational 21, 11 order to cre-

1o another kind of narifative, to work the

archives against the archives.
| 15 a continuation of a- Work that I 'started

_||];~'“|y with The SpeciailiSt - d film thatl dld

\bout the Eichmann tri/al and another one,

which I co-directed witth my editor, which is

hout the archives of thi€ Stasl, the ex-East

(erman secret police w/hich is about the
1rveillance. From therf€ [ went into Jaffa.

Over the last years I'm* really wondering

Dout the idea of repmjducing material and

hinking more in term¢S of reviewing mate-

'1al, coming back to th€ archives, coming

Lack to look at what th€I€ 15 inside the
-r archives as a docu-

mentary space like anyy other. To consider

,An image with which

Hnape and to conside

e archive image as

/ot can articulate SOI’I".HEthing-
jabout the past, which

Tuse I'm linkfing my own work to

lilla is also a project

wiitk bec

3

a very current situation, this

in the critique ., .
engagem?nt 1n . que . my political
the Israeli apartheid, and pz

| f Zionism and
ing back forgotten memorie, o it is bring-

past in order to give a key t«

e -and using the
which is the last sentence ¢ the future.

the Jaffa film.



How do you see the future of this
conflict?

[ think that first of all, in order to speak
Jbout the future of the Israeli — Palestinian
conflict we have to define what the conflict
is. If we understand that we're talking
about a colonial conflict, we understand
that we speak about decolonization. But we
know following the decolonization of the
sixties and the seventies, that it is not just
Jbout decolonizing the territories, butit's
also about decolonizing the mentality of
the settlers, which means the Israelis.

I mean the double process of decoloniza-
tion is also emancipation. And what’s the
future? The future is open, it can be chaos,
it can be destruction, it can be a huge ca-
tastrophe, but it can also be the po ssibility
of something completely new.

I kind of believe that the only exit of that
conflict is in thinking about how we, Israell
Jews, will integrate into the Middle East, and
stop thinking of ourselves as white people.

31

You've addressed £2s topic in 'your
last film Common _>tate - Potential
Conversation. Can Yu tell us more
about it?

Common State, Potential Conversatiyy ig 5
series of twenty five irrt€tviews thaty diq
with Palestinians and ¥STaelis, mﬂsﬂy intel-
lectuals, activists and 2Ttsts. All filmgq in
their homes. I then cre ated a dOUble, split
screen and you have a*? Israeli and ¢ py)es-
tinian, and they're tall¥Ing. I created ; virtual
conversation in seven Chapters. They just
talk to each other withr @t meeting, meeting
only in the editing roo™- In the end '
what it’s called, it’s a p©tential convergation,
It signifies also a kind of framing of yhat
the potential conversat1on should bg,

It’s not about two stat€S Or how we w1 cut
land, or where we will take a little bj¢ of
territory. It goes much further, tries to think
much further. So this S  virtual cohyersa-
tion which is possible ! cinema, byy jt's
not yet possible on thé &round.

You said many times that you still
feel very attached to the medium
of photography. As a “political”
filmmaker how would you compare

these two mediums?

irst of all, you said political filmmaker.
Now, I don’t know what a non-political
\lmmaker is. I know that many filmmak-
ors consider themselves “not political’, but
they are nonetheless political filmmakers.
If politics, as Foucault defines it, has to

do with words, which is the definition of
politics, I would also say that politics has
to do with images. So when you occupy a
public space and you have the privilege to
occupy this public space, you are political.
You can have bad politics, good politics...
I'm a politically engaged person, if you
want, an activist, and on the other hand I
make films which are also my tool.

Of course I'm totally attached to photogra-
phy. I continue to do photography.

[ have a big desire and at the same time I'm
kind of shy about exposing it. I don't ex-
pose my pictures the way I show my films.
But I still have this relation to photography,
[ still have this relation to cinema where I
remember that cinema is twenty five still
images per second, and the basis is the
frame. All of the question is the frame.

I'm not a cinephile, I don’t see many films.
But I'm very interested in photography, this
time that is captured in photography, and
the radical choice that photography impos-
es, which is the fact that you have to frame
and what you frame ends there. It's not just
one frame and you have another frame and
you can put them together. This radicalism
of photography, of the still, intrigues and
fascinates me at the same time.
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How then is the exhibition A Blind
Spot* political?

You know, I believe that thel, J.qa texts -
and when I say text it can bg cinema texts,
image - that are created in ty, moment,
but that need time to be UNYarstood. There
will come a time when they .11 be com-
mented upon. If we witness, g in the Jast
years clearly political subjec i art 1 think
that today what we're Wimessing, and I
have to see the exhibition ay-;

about it, is another take on ;ill?t::stiiich
is to try to think, to put fort, teycs that
require thinking, and thoseayts 3150 need
their commentators.

It’s important. Not the themeticians, but the
commentators. But as I sald 1 think that
Europe today has a situatiol ,}ere politics
became a profession, it’s NO|gnger a vital
need, so the question is hoy ¢, bring it
back to become a vital neec g5 sometimes
there’s a desire to push out py, clear politi-
cal take as if that means geiing a little dirty.

*A Blind Spot (curated by CatherineDﬂw-d) s s

exhibition at the Berlin Dmcumenny Form 2.
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ioner into a victim

without turning the execut
The occupation is part and

parcel of Israel.
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commonstate. Potential Conversation / Eyal Sivan / film stills / 2012 /

© momento-films

e ...“ = + ey

—

; S
N _.....__-. =3

i S8

SR e R e R e R
..

e e
. p T e N, B

.,

RS
s - G - s .......-_.. .

..,....“//x”/ I

iy oy n ....__._. o __..__._...r

e e

by

1 e
N

ot

-Jr__“.i ......__..-..- ___u..._r,...-..l/- 3 . . ._..._”..._...._fff 1 ..... .. . .......... .- - e A | . e .. ._..... \ -, > . - ._.. w - : e : . " -...-...-..__. \ +.
._.._r/r/ﬂ.. i T ! o E._ i TRRRT, ..r._.... ! ..._ LI i SN SR, Sl 2y . SERY et o . . . "y ; 3

f.f. s BN CEN : .

-
T

o

AR
.h____....,..... ...r._.f.,.......
2 .__.,/._/ STIRMOR N
T
= .Mrf i

N frf/v/)/;ffjfffpﬁqu.}:”f .......,_......
TR
.-;.J.J_.. -
SN
N
s

MR
N e, N
S

s
e,

e
=

L8

My

..f-f. J..J. -
TR
/Z O
RN

. T . //f.r..“.m....f N

B
u.a.r

: N

‘ o W A W T Sy W
SRR




Izkor: Slaves of Memory / Eyal Sivan / film stills / 1991 / © momento-films

What about the future of the Euro-
pean Union/!

| know that if the Union of Europe will
continue to be about who is not European,
we're coming back to the catastrophe of
llurope. This is what we're facing today: a
liscourse which is not about who we are,
but who’s not us. This is what’s coming
hack. You know, I have a Jewish memory,
and this frightens me. Even if the Jew today
5 not the Jew, it is the Muslim, but that
doesn’t matter. Europe always finds its new
lews, in this case the Muslims. But this is
what Europe is about, it’s a game of defin-
ing who is not us. This means that Europe
doesn’t want to look in the mirror, and say
who we in fact are. Who are we?

We are the ones that colonized, we're the
ones that massacred, we are the ones that
put people in camps, Stalin or Hitler camps,

we are the ones that continue to give les- -

sons to the world. If Europe won't stop 1,
Furope will kill itself, and when I say kill
itself it’s exactly what happened in the

' 40s, Europe killed itself. That’s what we're
facing, even in the way they speak about
Greece. The question is whether the Greeks
are European enough. Maybe they're lazy,
maybe it’s their fault, but the Germany that
sives loans to Greece still didn't give them
back all the billions that they stole from
them, in gold, during the Second World
War. That'’s the big question.

The question is this arrogant image that
says “we are the good ones, we are the clean
ones.” The deep refusal of Europe to con-
sider that the work that needs to be done is
one about self-definition and not definition

by default, as in who is not us, where are the

borders, who can come, who cannot come.

3

Are you thinking about making a
film on this topic as well?

Yes absolutely... it’s part of the project that
I'm presenting at the Documentary Forum.
The project started from a lecture that I
gave - Godard's Time Line: 1939 101949

_ from Europe to Palestine and Back. The
Palestinian question is the European ques-
tion. Montage interdit, a forbidden editing,
is exactly about making those links: to un-
derstand that Columbus came from Europe
to America, that colonization started from
Europe to the south, etc.

I think one of the things that needs to

be done is to break the linear historical
timeline of the story that Europe is telling
itself. They speak about a secular Europe,
as if Europe wasn’t religious! I mean, we
are in Christian land!

This is something that should be asked,
what does it mean to be in a Christian land.
But of course what I'm saying is shocking.
“No, we are not Christian, we’re secular, we
are Enlightenment, modernity, etc.” No, we
see now, when we hear talk about “people
coming from the south.” What does that
mean? [t’s people that are coming to share
the wealth that was stolen from them.

I mean if we would stop speaking about
immigrants and start talking about people
that are coming to take back what was sto-
len from them, everything would change.



OUTERVIEWS. CONVERSATIONS WITH ARTISTS
IS COMPRISED OF 17 INTERVIEWS WITH
ARTISTS, SELECTED FROM THE ARCHIVE

OF THE ARTISTTALK PROJECT.

HAILING FROM DIFFERENT BACKGROUNDS AND
ACTIVEIN A VARIETY OF ARTISTIC FIELDS,
THESE ARTISTS' AND THEIR WORK

CHALLENGE THE COMMON CONCEPTIONS OF ART
AND THE ROLE OF ARTISTS IN SOCIETY.

MoTA
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