
1. I would like  to start by asking about your inspirations  for such a project. What were the prime 
Deleuzo-Guattarian concepts that inspired you for such a work? And how did you choose to elaborate 
on them in the film?
Let’s say that the motor for the film was nothing so elaborate as  a concept. It had more to do with what Deleuze, refer-
ring to Spinoza, says  about encounters  and affect. In this sense it was the intuitive recognition of a ‘good’ encounter – 
an encounter that multiplies your powers of action – with the videos  of Deleuze’s courses at Vincennes (1975-76) 
broadcast on Italian TV by the only programme we watched at the time, an ‘art’ cinema platform called ‘fuori orario’ 
(after hours). So what drew us in was the physical act of watching and rewatching, after hours, these often blurred, de-
graded images of a roomful of people held in a kind of hypnosis by Deleuze’s voice, its  rhythm, its  pauses, flights and 
hesitations, and the affect that traversed their faces and bodies – a situation which also conjured up a whole history of 
unmade cinema. There was  nothing archaeological about this desire. We wanted to find and meet some of these people 
to cast them in a fiction of which they were unknowingly already a part. But we ourselves  were equally implicated in 
that fiction. It was like a spy story, a strange story of ‘sleeper’ agents at two ends of a spatio-temporal continuum, acti-
vating each other through an unexpected ‘call’.  
2. It seemed to me that the idea of tracing some “secret” or “getting hold of it” is  almost everywhere 
in the film. Looking for Deleuze and the trajectories that he created or that created him...
Deleuze was  fond of the Nietzschean image of thought as  an arrow that the thinker shoots  without any specific target in 
mind and that is then picked up in a kind of relay,  but he also warned that this arrow would inevitably be assigned spe-
cific targets  by an emissary of the state. And so Deleuze has begun to function as a signifier, often to be held up as  a 
form of identification, in a discursive field. We were interested in more secret forms of transmission, what passed at the 
molecular level of life practices, their transformation and reinvention,  things  that could be as  simple as a way of speak-
ing or walking, certain phrases,  elements  of fabulation, suspension, delirium, becoming imperceptible, things that 
weren’t merely a question of communication. So not just the tracing but the dissemination or dispersal of secrets, hid-
den passages and tunnels, a distributed construction of sense and sensation that would bring into play all aspects of the 
images and sounds, multiply their possibilities and lines of  connection. 
3. Around the notion of “archive,” Facs  of Life deals with the act of capturing – capturing time, cap-
turing sound, capturing an image, or perhaps capturing a spirit, in this  case of Deleuze. How does  the 
film operate on this plane? 
When we were making the film we coined the expression ‘inarchivé’ (unfinished, or unarchivable archive) in relation to 
the Deleuze videos.  Inarchivé certainly has something to do with capture but equally with escape, we could say it is what 
escapes the image that it nonetheless captures. And this is because we are ourselves  often ‘captured’ by images from a 
point where they do not see themselves, from where they cease to function as an index of a particular subject or refer-
ent.  We began making our film from archive images that for us had ceased to function as an archive and had begun 
working as a fiction. We weren’t trying to ‘correct’ or give some perspective to the blurry vision of the video-archives but 
to plunge into their pulviscular indetermination to see what forms and forces  emerged. And as we made the film we 
began to build our own archive of images that would then inevitably escape us and our reasons for making them. This 
was when things got interesting,  when we began to confront the question of our own perplexity before the images we 
were making (the situation of the photographer in Antonioni’s Blow-up) and to follow their lines  of escape. There was a 
sense in which these images had no real present but only a past and a future. 
4. Facs of Life combines a variety of materials such as archive footage, personal narratives, literary 
and philosophical texts, experimental music, even poster art. How does  this  “assemblage,” if you 
like, add to the message of  the film?
From the beginning there was  a very strong material dimension to the making of this film. We had the sense of working 
with our materials as one would with a set of ‘found’ objects. But transforming them into a map, or circuit diagram, 
building a machine out of the various components, a machine whose function or use was not predetermined but whose 
output partly depended upon the spectator’s  input, their own way of using it,  or tinkering with it, a machine that would 
ideally plug into circuits external to itself. This approach was in turn related to the question of the film as  a body, the 
problem of its surfaces, depths, planes, its limits and thresholds.   What we wanted was to create an open, porous body or 
membrane that allowed for multiple passages and leakages  across its  internal and external frontiers and which called for 
a transformation of  the spectator’s own relation to the film.



5. In each plateau, you introduce  (or shall I say encounter) a personality. How do these people operate 
in their own territory in the film? 
The territory of each plateau is always conceived between ourselves and a particular character. Each one is different 
because the nature and problem of the encounter is different in each case. Neither we nor the people we met were in-
terested in documentary representation but more in their contributing to and becoming part of the film’s compositional 
structure as  figures of a particular relation to Deleuze’s thought. The nature of these figures  would sometimes by fic-
tional, sometimes diagrammatic, sometimes a question of proximity,  other times of distance, sometimes of following, 
other times of leading, sometimes dispersed, other times concentrated.  Thus  the plateaus enact a process of continuous 
variation vis-à-vis the encounter.  What was  important to us from a cinematic point of view was that the figures  be in 
some way impersonal, that they occupy a troubling, unidentifiable space between reality, fiction and spectrality. 
6. Within the body of cinema, where does  Facs of Life stand? Does it claim to be  an experimental film, 
a documentary, a video essay? One of them, all of them, or just on the edge/borderline? Can we say 
the film is an experiment in what might be called a Deleuzean aesthetics of  film, image, and sound?
We return to the old Bazinian question, “what is cinema?” but in order to do this we perhaps have to ask ourselves: 
“where is cinema?” And this  takes us  beyond the matter of form or genre. It’s a problem cinema cannot necessarily an-
swer on its own because it has to do with a particular projective force immanent to images and sounds  in general, a 
whole machine of perception,  a singular seizure of the brain. If in Deleuze’s  philosophy, thought arrives at a point 
where it needs cinema to think its ‘unthought’, then perhaps cinema has come to a point where it needs philosophy 
equally.  Godard is practically the only filmmaker who has ventured down this path and nobody seems  to be anxious to 
follow him. What appealed to us in Deleuze’s thought, as  a kind of ‘mission impossible’, was the idea of the rhizome as 
it might relate to cinema, disrupting the linear temporal flow and pull of the images through multiple cross-wirings 
across and beyond the filmic body.   
7. Facs  of Life is  undertitled as  “A film between Revolution and Molecules, Thought and Body, Desire 
and Delirium, Gilles Deleuze and his  students.” How did you structure the film to give this in-
betweenness (or in-between position of  the film)? 
The ‘between’ element is important to us as a correlative to ‘with’.  We conceive the film as  ‘with’ and ‘between’ as op-
posed to ‘about’ or ‘on’, a problematic that unfolds on several levels. What is one to do, or what has  one to do, ‘with’ a 
concept,  ‘with’ one’s education,  ‘with a memory’, ‘with’ an image, ‘with’ a film and equally what do these things do 
with us? What kind of spaces  of relation are there ‘between’ us and the students of Deleuze, ‘between’ ourselves as 
filmmakers, ‘between sounds and images, ‘between’ rushes and a film, the film and the world outside it, the list of be-
tweens  has no end. The between is also the realm of the impersonal, the neutral, the space of becoming where thought 
takes place. 
8. And I would like to mention the closing scene  on the beach, by the face of a cliff. It seems quite of-
ten that beach is given as a site of transformation, being an in-between space  between the land and 
the sea. It is  neither land nor sea -- it is  sand, not fertile as  the ideal land would be and washed peri-
odically by the sea but not dwelled by it. Quite interesting Shirin Neshat’s  Rapture end in a similar 
scene where women fetch a boat and depart to the sea, it is their line of flight. In Facs of Life, the 
man, actually the philosopher, walks  into the sea and disappears  only leaving a recording of his voice 
behind – the abandoned tape. His  image, if you like, survives, but he disappears. His refrain plays  on 
but he follows his  line of flight from the territory. He is becoming-cosmic. Apart from my reading, 
what was  your intention in closing the film on a beach and by the face of a cliff, “falaise” in French, 
which recalls a “fall” (“downward ascendance”)?
The falaise is  related to the idea of breaking away, it marks  where the earth has torn away from itself. In the same way, 
our encounter with Deleuze’s thought marked some kind of fundamental rupture. The vertiginous idea of thinking or 
creating without sure ground, without a safety net. The difficulty and the risk of doing something new, of trying to think 
new thoughts,  create new forms. It’s linked to the idea of the horizon, but like everything else in Facs of Life, this horizon 
is  double. If it looks  beyond the existing world, it doesn’t do so transcendentally, but as a way of returning us to the 
world with a renewed sense of  purpose. 
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