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Willem de Rooil] and Jeroen de Rijke, sift from the fim Forever and Evee, 1995,

in these films, made 1o be seen and contemplated rather than read, the de-
mand for attention to the images becomes a way of considering aspects of
human communication. In this way, the content and the way it unfolds in
the experiential and spatial strata of the films and the screening sitvation,
can best be 1ermed universal. At the sama tima, focation and atmosphere
seem select and specific. Chun Tian {1994), which is Chinese for spring, de-
picts an Asian couple taking tums beholding each other amorously in the
midst of a flourishing thadodendron garden; Forever and Ever (1995) is filmed
in and 2round Bombay; I'm Coming Home In Forty Days (1997] was the
result of a four week stay in Greenland; and Of Thvee Men (1998) is shot in
a mosgue. But this form of knowledge is inherently contradictory. The thodo-
dendron garden in Chun Tian, despite the whole work’s Chinese colour and
tone, is shot in a park in Amsterdam. The mosque in Of Three Men is situ-
ated in the anists’ neighbourhood, and even the scenes in Forever and Ever
don't persist as “Indian” images - they look like it could be anywhere.

On the other hand, non-places never enter the pictures; the films’ dyna-
mic, vis--vis the viewer, evokes mental as well as visible images that tickle
the imagination and the desire 10 go places. On a deeper level, perﬁaps. the
tilm’s viewer finds that it isn't the problem of finding some kind of peace in
the new expetiences of a foreign place; the hard part is to setle in with the
idea that the place you reatly belong is further away than geographical dis-
tance.

De Rijke/de Rooij's moving images find their resanance in elementary nar-
rative modes, 1old in ways that simultaneously dwefl in and displace plain
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- scenic and stylistic devices. The images are appealing and enjoyable e~

biems of beauty {the abundant thododendron garden in Chun Tiam, the
open landscapes and starry sky of Forever and Ever, etc.). When actors are
used.meiappemamaismtﬁtedioafawms.mmemma sense of
being always on the brink of narration. The recognisable plot of epic film -
held together by the symmetry of beginning and end - are broken up into
isolated events, held in long scenes and left open 1o be explored by the eye
and the beholder’s expectations.,

The use of the camara is elementary and ‘invisible”. When a static camera
position isn't used, panning and 200ming are executed with defiberation and
calmness. In their first films, de Rijke/de Rooij afigned their narrative tech-
nigues with traditional narrative techniques, and those of soap operas {which
ate styfistically like Hollywood, but even more standard). This legacy was
1wesaked in another direction in the artists’ cofizboration with the Bombay
film industry — Boitlywood ~ for the production of Forever and Ever. It goes
for all their works, though, that the richness of each scene is emphasised,
each being much more than what is requirad of it s a functional sexing.

The opening shot of Forever and Everis a long pan over the skyfine ot Bom-
bay. This is followed by 2 stow 200m-out from close-up of a young woman,
standing on a balcony by the bay, in the same cityscape. She is alternately
staring into the camera with an inscrutable though sfightly troubled expres-
sion on her face, sometimes running her hand through her hair. Hard cut,
then five scenes in the countryside, making up a saquence with two prota-
gonists. The quareel of a young couple begins in English on the soundtrack,
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accompanying a panorama of the iandscape, before the actors themselves
appear. Their car stops on 2 deserted road, she leaves the car, runs down 2
brink, traverses the image and the landscape, fofiowed by him. He finally
catches up with her on a lakeshose, where they stand and stare at each
other, The sentences ~It is beautiful, isn't it and “Ch yes, it is very beauti-
ful” are d on the dtrack in the man and woman's voices, respec-
tively, without either of them moving their Lps.

New hatd cut to the exterior of a vacant, luxurious villa. The next ning
stenes explore the villa's interior while a telephone rings without being an-
swered. Hard cut to 3 panorama with the black profile of a mountain in the
day’s very last sunlight; a small ight is distinguishable 3t the botlom of the
mountain. The next scene shows two adolescent boys by 3 bonfire. the one
tefling the other how siars are born, 3 scene which is nawated in ning rather
swilt cuts. The film ends with a close-up of one of the boys, whose face is
suddenly it by an artificial “divine’ light and rea! sound falls out. “Every star...
may be a Sun 10 someane? he says brightly in a heavy Indian accent, his illu-

_ minated face solemnly tutned 1o the night sky. The film is about 17 minutes
fong.

In Forever and Ever, the different sequences intimate four stories. But
each suggested storyline is punctuated with the inertia or laziness of the
image: every new scene appears 3s a world in itsell, every camera move-
ment describes an effort, every jump cut is a lasting gap. The deceleration of
nar:ative drive in the films leaves the ruminative atmospheres in the images
as rich sources, as constanis of sorts, leaving to gratefu! proliferation, in the
mind of the viewer, each scene’s suggestion of 3 ‘befoie” and an ‘sfter-
wards”. Forever and Ever, true 10 its tilie, in this way oifers us total views: The
fim begins in the morming and ends at night, implementing earth, water
and five in its logic, as if foliowing a mythic text. In an epic sense, Forever
and Ever strives to arasp the wholeness of things - the unity of everything.

A favourite scene: in the blue of the afternoon, a covered, shady verandah
by @ swimming pool. On the left side of the image - 3 fountain, on the right
- deck chairs with perfectly arranged towels and 3 small mahogany table
with 3 jug filled with yellow lemonade. Two glasses have been poured out.
On the soundtrack, the telephone starts ringing again aiter having momen-
sarily stopped, drowning out the fush sound of the fountain’s falling water.

At times, the soundtrack of the tilms, though stilt anchored in the footage,
zssumes 3 separate life from it. As with the young couple in Forever and
Ever, the compliments of the Asian lovers in Chun Tian take place only on

mately located between image and beholder, rather than in the loosely de-
fined diegetic space of the fim,

Mobile, impermanent, and abstract, and assuming a quality between that
of sea and landscape, you are not entirely sure what you are looking at: The
iceberg deprives you of a fsm sense ol scale and space. I'm Coming Home
In Forty Days consists of three lakes of an iceberg filmed in Disk Bay off
Greenland’s coast. The pitching, horizanta! advance of the boat with the ca-
mera cap the slow 1 of the iceberg’s outline on the back-
ground of a cold sky, and discloses the drama of structure and light on its
surface.

The last minutes of the film show a greenish screen, a take in the Green-
land Sea. Hf you scrutinise this green field, you are able to discern some-
thing that is not minuscule blots and scraiches on the celluloid but tiny ele-
ments of marine life moving across the green field of the screen. The mo-

ch abruptly breaks off the prog of the depiction of the ice-
berg, and efiminates any ultimate rarrative motivation. The iceberg is, for
sure, a sofitary and drifling protagonist. Moreover, the 17 minute long film

every ance in a while assumes physical dimensions in the viewer situation;’

something which is also accentuated in the title, lified from a couniry and

song, The e “I'm Coming Home in Forty Days™ suggesis
a storyline within the title that adheres 10 the dual, visceral ontology of
simultaneously moving and staying in the same place.

In izsef a frontier of visibility, the iceberg, a5 a prolonged representation,
becomes overlaboured and proportioned by previous representations and
experiences in the act of looking itself. The quiet iconoclasm of the fim
consists in the fact that iconicity becomes a conductor for visions that don't
necessatily adhere 10 visual events. The strange fervour of the film persists
as, on the one hand, one long femps mort, and on the other, as evidence
of the fact that if time passes there is always a story: a story qualified in the
exchange of individual projections with filmic imagery close to the media.

At the same time, I'm Coming Home In Forty Days is an exeicise in iry-
ing 10 aliain visua! objectivity in fzont of a supposedly neutral object, an en-
deavour that proves 1o be vain, Apart from gently bobbing and swaying with
the movements of the boal. the camera has 1o be movad and readjusied
while filming, thereby giving away the insecurity of visual recording as well
as retinal teception.

De Rijke/De Rooij’s films seem 10 say 10 us that in order to encircle and
build up faith in the image, one has to travel through the strong contradictions

“De Rijke/De Rooij’s films seem to say to us that in order to encircle and build
up faith in the image, one has to travel through the strong contradictions and
ambivalences inherent in the quick way we usually consume them.”

the souncirack. It is as if the slight, but decisive incongruence between
image and sound has the etect of holding together the paratie! tracks that
are one step removed from the ication between the 1wo actors.
This Jers their ¢ ication abstracted and impersonal. It distances
the way communication ‘shouid have’ 1aken place, and communication be-
comes 3 form of expenditute vrhich doas not necessarily create the desired
eflects. Instead, we are offered the comprehensive inlensities of sound and
image, not only in the presentstion of isolated scenes, that is, but also in
the interplay between image and soundirack. Narration funs 3s a tension
kept open by the remoteness 1o epic closure. Themes and emotions are ulti-

and ambivalences inherent in the quick way vee usually consume them. The
personal spectrum of emotion and imagination, from the soulful involve-
ment of hotror and love to phlegmatic reverie, is evoked in the sfightly reti-
cent 1y of the images. Nanative instinct is put off course, only 1o
sesurlace ss an unstable depth on the images’ fialness. The viewer is
atiracted by the physical experience of his or her own space, by turas falling
into the image and back again into the space from where it was projecied.
Afser the fiim has stopped, you are again left alone in a naked room wilh your
own images, and the ones missing on the wall. [ 4
~Lara Bang Larsen
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