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Q: The Days of the Family of 

the Bell is shot with a fixed 

camera, unlike your earlier 

work created by a moving 

camera.  Why?

A: The Days of the Family of the Bell is actually based on the 1907 film, Les Kiriki, directed by Segundo 

de Chomón that used the same technique.  The technique came first.  I saw what Chomón was doing 

and I said, “Wow, that’s right up my alley.”  I borrowed the technique as a means to explore channels 

different from Les Kiriki.

The piece reflects more of my interests than Chomón’s interests. The fixed camera allows me to cancel 

out the camera work.  Because the camera is fixed to the ceiling and there’s no movement, the image 

becomes more like a painting or a still.  On the other hand, the fixed camera emphasizes the role of 

the camera because everything the viewer sees is dependent upon the camera’s optical abilities.  If the 

scene were to be viewed by the naked eye alone, there would be no illusion.  The camera gives us the 

illusion of space.  The camera can create a kind of space that does not exist.

a n  i n t e r v i e w
b e t w e e n  J e f f e r s o n  G o d a r d

a n d  G i l a d  R a t m a n



Your work, like the original 

Les Kiriki, blurs the boundaries 

between acting, performance 

and documentation. Did you 

collaborate with professionals or 

non-professionals to create The 

Days of the Family of the Bell?

I worked with ten people, five of whom were professional acrobats; the others were my friends.  I 

had a group of five people who are very much aware of their bodies and know how to do some of the 

things we are performing without the illusion created by the camera.  The others are characters.  I 

mixed them all together.

I’m trying to bring together a group of people who can bring things to the work.  In fact, I take part 

in some of the scenes.  And you can imagine, that while I’m taking part, I cannot direct.  So I say to 

my cameraman, “Now we switch and I’m a participant and you’re the director.”  I try to keep the sets 

very, very open to many ideas and to shoot many things.  

Is it important that your work 

embrace ideas of subversion? 

How important are strategies 

of subversion to your work?

In video I’m not trying to reflect the world.  I’m trying to reflect what video can do that the 

world cannot.  I’m trying to subvert the language through which we assume to perceive the world.  

Subversion is about producing new meanings.
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In The 588 Project and The 

Multipillory we see gruesome 

events.  Are we watching the 

actors act or are we watching the 

actors endure a kind of torture?

I create circumstances for something to happen, a situation where my actors cannot act.  They can 

only respond to a physical restriction.  I’m trying to eliminate everything that we know about acting 

and participating.  In The Multipillory, I’m more sadistic, using people like images.  What I want 

from them is nothing but their physical reaction to exhaustion.  Ultimately, I’m not trying to create 

something that will reflect reality.  I work with reality, but use it as a kind of material to create 

something else.

I’m not crafting pure fiction because I’m not relying upon dialogue or acting in the most popular 

sense of the word.  I’m also not trying to create a story.  My work cannot function along the lines of 

traditional storytelling; I don’t offer a beginning, middle, and end.  I’m interested in continuously 

subverting what we know about narrative.

I want something completely different from my viewers.  I wish that, while encountering this 

movie, they will no longer be able to use old and familiar tools for understanding the imagery.  I’m 

hoping that a viewer will encounter the work and realize that what s/he thought s/he knew about 

interpreting the world in order to create meaning no longer applies.

It’s like coming to your home and trying to turn the key and the key doesn’t work.  You are home, but 

the key won’t function.  This kind of alienation between the familiar and something that refuses to 

work interests me.
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The 588 Project, 2009, Drawing



Your works require viewers 

to watch scenes that are 

literally messy, punishing 

and ambiguous. The Boggy 

Man shows us a man who 

appears to be dying as he 

is engulfed by mud.  In The 

588 Project we see people 

who may be incapable of 

escaping primordial ooze.  The 

Multipillory contains allusions 

to medieval torture and public 

humiliation.  Are viewers 

meant to feel implicated and 

responsible for the human 

tribulations shown on screen?  

Are we supposed to feel 

helpless while watching these 

horrors unfold?

I know that some people feel helpless in front of my works but I want to make a distinction between 

being helpless and not understanding.  Not understanding is a very productive state for me; feeling 

helpless is nonproductive.  I wish that at some point, people will stop being afraid of what they don’t 

understand and start to play with it.  If I have something that I want to do through my art, maybe 

this is the thing.

For me, the claim of not understanding is mostly because the work doesn’t fit into a specific category.  

A viewer wants to rely upon a genre that is already known.  But relying upon something known 

doesn’t work.  A viewer may want to read The 588 Project as a horror film, but such a reading won’t 

work.  A viewer wants to read the video as a documentary, but again the structure doesn’t apply.  A 

viewer wants to read the piece as experimental-poetry, but this reading also doesn’t work.  This is 

very important to me: I’m striving to create a mechanism that will not fit into any narrow category.
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