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Nhe installation is number nine in a series because, as a teen-
ager in Boise, |daho, Barney already created eight Drawing Re-
straint installations, some of which at a local gallery whare he
would tie himself to a fixed point and proceed to draw on the
wall within the physical restraint of the rope. The film continues
this fundamental maorality of forces between boundless creativity
and salf-imposed restraint. For Barney, creativity can only co-
exist in the face of a restraint of some kind on its force. This is
expressed in his signature logo: an oval shape bisected by a
horizontal bar which punctuated his Cremaster 5 serles. It reap-

pears in Drawing Restraint 8 both as a logo and as a huge vaseline

sculpture on board the Japanese whaling vessel.

The film's salient narrative thread is intermittent, absurd and
unconventional, in classic Barney style, assailed by many other
narrative layers, some developed, some cut short, abandoned
or simply stillborn. “As he does not like narrative,”" says Bjork,
"Matthew works around a central core. His films are like
sculptures." Barney's filmic sculpture, then, is a matrix of mythical,
historical, biological, auto-biographical, ethnographical and in
scrutably personal references weaved together in pleasing, pub-
lic accord and unsettling idiosyncratic discord.

Like the role she plays in the film, Bjork, in writing the score,
was also an occidental guest in the Japanese musical tradition.
She Introduces the sound of the "Sho" a traditional Japanese
instrument which resembles a complex mouth organ, as well as
a traditional Noh singer of the Noh theatrical tradition whose
themes are frequently shamanistic, a feature Bjdrk falt rang well

with the cetacean transmogrification at the close of the film.



D : Don Duncan B : Bjdrk

D : In Drawing Restraint 9, your and Matthew's
characters undergo a dramatic physical meta-
morphosis whereby you become whales. It
made me look at transformation is an essential
element of creativity.

B : In the film, there is a stormn scene which is
probably the most dramatic scene in the movie.
For this, | got a traditional Japanese Noh singer
to sing a ten minutes long poem which Mat-
thew wrote. In the Noh theatrical tradition, there
is always a shamanistic moment, a moment
where the characters contact the spirits or the
other world and there is a transformation of some
sort. The storm, then, is a preparation where
things are getting chaotic. You're leaving mun-
dane reality and it's like a transformation into
the next stage and in order to fuel the real physi-
cal transformation that later happens when we
[Matthew and [] start to change into whales, you
need the storm, thunder and lightening.

D - | suppose the energy and conflict in an
artist's work In a way fuels the transformation
that enables him/her to evolve his/her art and
produce his/her next work. How do you feel your
evolution as an artist has helped you reach your
work on Drawing Restraint 97

B : If | had done this after Debut (1993), this
music would have been very different. But then
again the reason | said 'yes' to this project is
because | was where | am. When | did work like
Medufia (2004) or Homogernic (1996) or Ves-
pertine (2001), | would learn things | could bring

to future projects. | tried creating, with Vesper-
tine for example, hundreds of micro-beats over
a year and then | discovered that 90% of it didn’t
work so now | know what works, you know,
and then | can go into a project and | don't have
to do that 80%.

D : How does Drawing Restraint 9 compare
to your most recent work, on Meddilla?

B : With this project, it was a very different
mood. It's more ambient for lack of a better word
— or how Matthew works, he does not like
narrative, he's more thinking about what 's
around — he is more like sculpture than having
the human being at the centre. So to think like
this is maybe the opposite of where | was with
Medulta. In working with the vocals, | was trying
o enter the heart and the centre of the narrative
and the passion and the heat but with this project
it was almost the opposite. Every time you go
somewhere a little bit hot you have to back out
{gestures hand being burned). it's kind of atease.

D : | presume then that there has also been
an evalution for you in the experience of scoring
film from when you did the score for Lars van
Trier's Dancer in the Dark in 20007

B : In Dancer in the Dark, it was used as an
effect to have silence broken with all these mu-
sic lssuing from the main character: the girl who
Is blind. It always comes from her so all the music
was written from one person's point of view and
fromn a very particular character at that. Drawing
Restraint 9 was very different. It's not written from

a specific person and in fact, | was trying to write
as impersonal music as | could yet still rermain
emotional because | believe in emotion and |
will always approach everything frorm an emao-
tional point of view. So it was about trying not to
have the heart as the focus point, like in Dancer
in the Dark — it's the opposite, it's the widest
circle you can draw, and (it's) from the outside.
It's like "Furniture Music"” [musigue
d'ameublement: theory of minimalist back-
ground music expounded by early 20th century
French avant-garde composer Erik Satie] which
is basically ambient music — it is not music from
the person but from around the person. So
maybe that's the biggest difference between
Dancer in the Dark and this project: there is no
“furniture music” in Dancer in the Dark. There,
it's always all from the centre of a heart and in
Drawing Restrain 9 it is more “furniture music.”
It's ambient music which is definitely not inferior
music, | think it's just as iImportant.

D : What does the film mean to you?

B : First of all I'd like to say | am not an art
critic. | would be a harrible art critic. Of course,
| just understand the film in my own little ways
which is again, | have to repeat, emotional.

Matthew has a symbol which is like this
(vertical oval) and has a (horizontal) line thought
it which is in all his work. In this particular project,
it is about creativity and resistance, or basically
discipline, or the armount of discipline you have

to put an yourself to be able to be creative. | am



the sort of person who believes in freedom, you
know. And for Matthew, he believes in
resistance. He says if you put discipline on
yoursell, you will be free and I'm like “Oh no, no,
no..."

Of course we are both right, it's not that one
is true and the other is false, it's jJust two ways of
approaching the same thing.

D : Don't you think the concepts of “freedom”
and “restraint” have assumed new meanings
since 9/117

B : You could even say the film is loaded with
all this war business and the US and us living in
New York. It means certain things for me and
Matthew has to listen to my point of view which
is difficult: a European telling the US that they're
fucking up right now, that it's no fun. So maybée
the film is about the point of view of the rest of
the world versus the American view of the world.
I'm sorry | cannot answer in one specific way
but it's because the nature of his work is so
layered. If you were to ask Matthew [what the
filr means to himl, he would say something
completely different. | do think that the film is
about freedom.

D : Do you think the role of the American art-
ist has changed also in this new world order?

B : | feal for artists from the US: you are born
and you are young but still you have to answer
for nuclear bombs and starvation in the rest of
the world. It's like | don't have to answer for any

of these things. | mean, in lceland, we don't even

have an army so our international affairs are not
very complicated there are, like, none. The worst
thing | can be is being a pixie from lceland.

[In this way] | think it was very appropriate
that Will Oldham opens a movie far Matthew
Barney. He has a lot of things in common with
Matthew: he is a young American artist that is
carrying all these problems that being an artist
from the US has, But they refuse to take on this
American macho image and want to find some-
thing else which is more poetic. It is complicated
and both of them have dealt with it in a very
graceful way of not taking on all this guilt.

D : I've heard this project was intense in terms
of the time limit it had to be produced within. ..

B : This project was very hard because we
had six months to do two hours of music, which
for me is a record because it usually takes me
two years to do 40 minutes so this was like daing
three albums In six months. So | was working
like six or seven days a week which | don't be-
lieve in. With my hand on my heart, | don't think
| believe in it because you start slowly not hav-
ing a life and how can you write something that's
alive if you don't have a life.

D : How do you manage this both as a fe-
male artist and mother?

B : | always believed, maybe as a womart,
that you cannot just shut life down so as to do
some project because that approach is anti-life.
I've always had a baby, I've always had friends,

| always cooked and then | also wrote songs

and it's all together. However, | think this project

was different because usually | believe my work
is intertwined with my life.

D : Do you find that changing your working
conditions or rhythm like this maybe anables
you to discover new things artistically?

B - | think it's okay as an exception and it was
a great test for me, jusl to see how far | can
push myself. It was very interesting not having
the usual editing process: you just write some
thing and that’s it, onto the next plece. And
actually, by knowing you can’t edit it, you have
to give everything. You cannot just do some-
thing and then think: “Oh 'l look at it in three
weeks and see if its ok." None of this. It's closer
to the energy of when you are doing live con
certs but instead you're writing, on the spot.

D : Maybe this could be a new methodology
for you?!

B : | don't think | want to do my next record
like this. | think | could do this because | hadn't
done this for ten years before and it's just one
project and it has been fruitful. | know the next
project | do will be more integrated in my life,
maybe five days a week like normal people
(laughs) not seven at like 12 hours a day or
something. But it's fun. It is fun but it becomes
very fanatical. | think it's an easy drug. Some-
times it's good 1o be in high-pressure/emergency
situations because something comes oul
that wouldn't come out |n a cozy corner

after a cozy meal.
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D: How about Matthew's artistic

approach?

B : Matthew's work is never just one
narrative but like 50 narratives to-
gether and it's kind of layered. And
that's why everyone gets a different
story from his movies,

Matthew is very submarine, very sub-
consclous and most of the things — | am
very open emotionally so | sort of know
why | do certain things - he never knows.
It’s all very submarine. So | think there are
a lot of connections he may not even be
aware of but there are connections [there
for me].

D : | guess your being partners in life
greatly influenced your work together on
this project...

B : One of the reasons | said yes to this
project was because | knew there were a
lot of 'seeds' that had been planted over
the last five years [with Matthew] that
were ready there for me [when | started
work on this project]. A lot of things [in
Drawing Restraint 9] started to grow along
time ago. That's one of the reasons why |
could do this. | mean for example, | live
by the ocean in lceland with all these
ships outside my window and Matthew

knows | would like to write a 'ship sym-

phony' or whatever or a mini-symphony,
like tern minutes. So there is always a seed
there and he comes to me and says "the
hunter vessel - the ships" and | go and
do it and it is not something | just thought
of that day, you know it's a few years old.

D : What are yvou turning your hand
to next?

B : | think part of me Is excited about
doing music that's about music. There
has been a lot of visual arts in my life
last year and | think visual arts is great
but it's very much the eye, the eye, the
eye and one of the reasons | like music
is because it's all the other things, you
know. And | think really, right now, I'm
ready for all the other things. But | enjoy
it too like when | was a teenager, every-
body | knew were poets and they were
getting drunk and arguing and scream-
ing out bad poetry at each other and |
was sitting there just (folds arms and as-
sumes vacant expression) and then |
would go home and write a song, you
know? It's kind of fun too, to be in an
environment that is different to your head
because it is not so literal. It's like you
are ealing your own tail if you are talking
about music and you write music, it be-

comes very claustrophobic.

Drawing Restraint 9 touches on many things including
Japanesa-American international relations since WWII,
whaling, petroleum-based energy, American imperialism,
evalution, artistic energy, creative restraint and ideclogical,
artistic and biological transmogrification.

The film bagins with a procession at a Japanese oil refinery,
where a tanker truck, Inaded with hot petroleumn |elly, is
paradadtromthe'acturygatesmntoﬂwrnmlhnrbcr.
The tanker is led by oxen, horses, deer, and wild boar and
s accompanied by hundreds of locals as it arives at an
asnormous factory whaling ship, The hot petroleurn jelly is
then pumped Into a massive, open mold on deck. The
ship departs, headed for the Antarctic, and over weeks
the mass of patroleurn jelly cools forming a sculpture in
the maould. “One of the main stars of the movie, of course,
in a Matthew Bamey movie, is a plece of sculpture, not an
actor,” explaina Bjtrik. Whala processing methads and tools
are used 1o facilitate the creation of this sculpture. The ac-
tion and metamorphosis occurs on a vessel which is in
maverment itself but which & surrounded and framed by
the ccaan. | was trying to represent the ocean with a voice
and with a fernale voice, which | think the ocean is [female],
" explains Bjork. "Matthew was thinking about the whaling
mp.mmmm.mmmnmnmoram
tura and yet all around |t is the ocean so it Is framing his
work, without interfering.”

This is a film with almaost no dialogue [the "Guests" utter
some sentences to each other] and so the concerns and
izaues of the film are conveyed through Imagery,
recognisable mythological tropes and extra-diegetic ele-
ments such as Bjtwk's score. The exposition, for example
is almost entirely owed to the first song where the Ameri-
can singer Will Oldham sings the words of a 1946 letter
from a Nagasaki native, thanking General McArthur for his
litting of the ban on whaling so as to relleve the hardship
exparienced In the area since the US dropped the atomic
bomb.

The arrival of two occidental "Guests” ([Barney and Bjbrk)
on the ship signals a tum in the story where the sculpture
is de-molded, (the resistance is removed) and its collapses.
It is cut up and thrown in the ship's engine, melting the
petroleurm jelly which floods the cabin in which the “Guests™
are becoming intimate, They enact a ritualistic cutting off
of limbs sprouting whale tails and fins. All the while, the
“(Guests” are being progressively enguifed in the amniotic-
like liquid vaseline. Their metamorphosis completas when
they become whales and swim towards the Antarctic.



