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SYNOPSIS

What if you could watch Socrates, on film, rehearsing his Socratic dialogues? What if there was footage of Descartes, Thoreau, or Shakespeare as themselves at work and in their daily life?  Might we now look at these figures differently, with perhaps a deeper understanding of their work and lives?

Filmmakers Kirby Dick and Amy Ziering Kofman asked themselves these questions, and decided to team up and document one of the most visionary and influential thinkers of the 20th century, a man who single-handedly altered the way many of us look at history, language, art, and, ultimately, ourselves: the brilliant and iconoclastic French philosopher Jacques Derrida.

For over five years, Dick (SICK: THE LIFE AND DEATH OF BOB FLANAGAN, SUPERMASOCHIST) and Ziering Kofman (Producer, TAYLOR’S CAMPAIGN) played Plato to our own modern day Socrates. The filmmaking team shadowed the renowned philosopher, best known for Deconstruction, and captured intimate footage of the man as he lives and works in his daily life. They filmed Derrida on his first trip to South Africa, where -- after visiting President Mandela’s former prison cell  -- he delivers a lecture on forgiveness to students at the University of the Western Cape. The filmmakers travel with him from his home in Paris to New York City, where he discusses the role of biographers, and the challenges that are faced when one attempts to bridge the abysmal gulf between a historic figure's work and life. They capture Derrida in private moments, musing reluctantly about fidelity and marriage, narcissism and celebrity, the importance of thinking philosophically about love.
Yet DERRIDA is in no way a talking heads movie or conventional biographical portrait. Its bold, visual style, mesmerizing score by Oscar-winning composer Ryuichi Sakamoto, and novel editorial approach create a rich, lively cinematic experience, which simultaneously provokes, amuses and entertains.  In resisting any predictable, formulaic approach, they make Derrida a living, informal demonstration of Deconstruction -- a system of thought which up to now has otherwise eluded cinematic capture. The result is not only thought provoking, but ground-breaking.


PRESS QUOTES

The New York Times

A Pleasure to Watch...blissful! Derrida shows himself to be self-deprecating, quick-witted and self-aware. - Elvis Mitchell

The Los Angeles Times

The great pleasure of DERRIDA, an absolutely first-rate documentary about his life and thought that is the cinematic equivalent of a mind-expanding drug, is how invigorating and refreshing it is to be in the presence of such a powerful, agile intellect. 

- Kenneth Turan

Wall St Journal

Playful but penetrating portrait of a deep thinker...challenging and fascinating. 

- Joe Morgenstern

Film Comment

The film cunningly incorporates the through-the-looking-glass elements of Derrida's thought, turning the seams of the filmmaking process inside out...inspirational and unexpectedly moving. - Rachel Rosen

Rolling Stone

Sundance's choices of award winners seems tame compared with DERRIDA, a potent and profound investigation into the philosophy of French Deconstructionist Jacques Derrida. 

- Peter Travers

Le Monde

The work of biography, which the subject of the film himself goes to great lengths to deconstruct, is one of the themes of DERRIDA, one of the most captivating and witty documentaries at Sundance this year. - Claudine Mulard

Variety

Clever, playful, and provocative. - Dennis Harvey

Village Voice

One of the most skillful docs at Sundance doubled as philosophical experiment in portraiture. Kirby Dick and Amy Ziering Kofman's DERRIDA avoids a Deconstruction primer, instead positioning itself as a demonstration of the French thinker's theories. 

- Dennis Lim

The Hollywood Reporter

Wry, funny, refreshingly different. Seldom has a movie so closely matched the spirit of a man and his work. - Kirk Honeycutt

Film Threat

Even if you have no idea what Derrida's theories are about, allow your mind to be teased and twisted by this unique new documentary. Dick and Ziering Kofman have created a priceless historical record of one of the 20 - and 21st - century's great minds at work. They also happen to know how to have fun. - Tim Merrill

PRODUCTION NOTES

Amy Ziering Kofman first discovered the writing of Jacques Derrida by chance, in a bookstore, at age sixteen: "His work spoke to me with such immediacy -- I'd never read anything quite like it.  It made literature and thinking come alive in a radically new way," she recalls.  She entered Yale University shortly thereafter, primarily to study with Derrida (he had, at that time, an annual teaching engagement in the States). "Ten years later, in 1994, I approached him after hearing him give a lecture in Los Angeles, and asked him whether anyone had ever made a documentary about him."  Derrida was reluctant at first:  others before her had tried, without success, and besides, his areas of expertise don't easily lend themselves to cinematic representation.  After a flurry of phone calls and faxes, Ziering Kofman finally received an enigmatic correspondence in the mail -- a hand written postcard signed by Jacques Derrida that was completely indecipherable -- his handwriting is notoriously difficult to read. "I just figured I'd better assume he was saying 'yes'," she now laughs. 

Over the next several years, Ziering Kofman shot DERRIDA "in indie film fashion -- i.e., whenever we had money” - in both Paris and the U.S. Then practical difficulties led her to consider seeking a co-director. "I'm an academic, so my hands-on knowledge of actual film production was, at the time, limited." In 1997, she attended a rough-cut screening of Kirby Dick's SICK: THE LIFE AND DEATH OF BOB FLANAGAN, SUPER MASOCHIST. "I was thrilled by Kirby's refusal to impose value judgments on the sexual preferences portrayed in that film.  He wasn't stereotyping; he was open to respecting his subjects without hierarchizing their roles in the classic, static dominant/submissive positions.  He was, for me, demonstrating in a way, a Derridean precept, one in which in any system of opposites it is difficult to entirely privilege one position over another."  Dick was equally enthused by the footage Ziering Kofman had shot. "Looking at Amy's material, I was very struck by the unique and peculiar intimacy of what she'd been able to capture, as well as by Derrida's magnetic screen presence. I said to her,'Well, you've got your star. '"

This charisma is something Derrida -- whose work is lionized in Europe -- has long preferred to shield from public view. "He once told us a funny story that we didn't have room for in the film," recalls Ziering Kofman. "Up until sometime in the late 70's, I believe, he had not only always refused to be filmed, but he had, also, categorically refused to ever have his photograph taken.  Even though by that time his work had become well established in Europe, most people still had no idea what he looked like.  He had, and still has, a firm belief that the cult of personality is, to a large degree, ridiculous. But then he started doing more political work, appearing at benefits for public causes, and the press was at one event, and they ended up running a picture of him in Le Monde, but they ran a photo of Michel Foucault, and erroneously identified it as ‘Jacques Derrida.’ Well, Jacques has this incredible mane of hair, and from that point on, realizing he couldn't control the inevitable, he rescinded his own strict media interdiction. 'If they’re going to print my picture anyways, it might as well be the right one!'"

Derrida’s uneasiness with the media continues to this day. "This was the first documentary he consented to that actually got made,” Ziering Kofman continues. “Given the seriousness of his work, and his own vigilance and pedagogical imperatives about respecting language, words and the currency they carry, he reasonably fears the impossibility that his explorations could be translated into another medium with the same rigor and care. You can't just take an artist's paintings and transpose them into words. You can't just walk up to Einstein after he's talked about Relativity, and say to him, ‘Hey, could you explain that again, without all those formulas, so it makes sense?’ But people come to Jacques with just that misguided expectation. Just because his medium is language, it doesn't mean you can just 'get it' without doing considerable amounts of study, reading and preparation."

For Dick, one of the main attractions was exactly this - the project's seeming impossibility.  "I've read a great deal of French theory, which exerted a powerful influence over my other work, especially SICK (1997).  Like SICK, DERRIDA is not simply a straightforward presentation of a man and his work, but it is also an examination of the perpetual interplay between the two.  With DERRIDA, however, the filmmaking challenge was much greater because his work isn't visual.  But it was that challenge which drew me to the project – a challenge I knew would compel me to come back at the material again and again, and eventually lead to my developing a form that could somehow interpret Derrida's thought in cinematic terms."

When production resumed, Dick and Ziering Kofman decided that Ziering Kofman should remain the primary interviewer, and together they composed the questions she would ask. Over the next two years, they shot Derrida on two different visits to the University of California at Irvine and also arranged to have overseas production crews cover Derrida's trip to Australia as well as his first trip to South Africa, where he gave a series of lectures on the subject of forgiveness.  In early 2000, the production returned to Paris, to again cover Derrida's life there and to ask him to reflect on his theoretical and personal observations about the experience of being a subject of a film.

Dick began editing the film the following year, focusing on one of the central themes of the film that Derrida himself had raised: How does one reconcile a thinker's thought with their life? To entirely dismiss the relationship, as Heidegger does, is problematic -- as Derrida himself repeatedly points out.  “The challenge, in editing these materials, was to let Derrida's life and thought resonate and interact without either being used to simply 'explain' the other." Including Derrida's playful shows of resistance, dodging questions, or repeatedly reminding the viewer of the artificiality of this or that circumstance in the interview, were essential in Dick's view. "These personal and playful asides are an important part of his thinking, and are found throughout his writing.  Emphasizing these moments goes a long way toward countering the prejudice that Derrida is being difficult just to be difficult."

Dick chose to structure the film around excerpts from Derrida’s work. "I wanted to convey the voice and rhythm of his writing, which is always different from the way a writer speaks.  This is especially true with Derrida, since in many ways the style of his writing is as radical and bracing as the content.  Without getting a sense of that voice, one cannot really understand the ambition of his writing.” Since one of the most prominent themes of the film, and of Derrida’s writing, is that a philosopher’s personal life is inevitably implicated in his or her own writing, Dick selected excerpts where Derrida reflects on that theme by writing about his position as writer or speaker, for example in the excerpt where he examines his own blindness to himself when he is improvising, or when he analyzes his position as subject at the very moment he is speaking with his dying mother.

Ziering Kofman agrees. "My strong suit was that I'd already studied with Derrida, already taught Derrida to students. I wasn't intimidated by the material and had it in mind to make the film work on several levels. My hope was that the difficulty of his thought was not a put-off, but a central part of its appeal. The film is never didactic -- it tries to get you to do part of the work, which is what Deconstruction is all about. If you come away from the film not "knowing" exactly what Deconstruction is -- you've nevertheless been doing the work of Deconstruction, simply by wrestling with the issues the film raises.

"Another attraction is the simple pleasure of having a historic cinematic record of such a person,” Ziering Kofman adds. “Wouldn't it be interesting to be able to watch footage today of Plato or Nietzsche during their lifetime? A hundred years from now, it will be just as remarkable and important to have a cinematic record of Derrida."
DECONSTRUCTION - A SUMMARY
Although Jacques Derrida may be justly described as a philosopher, his brainchild Deconstruction might best be defined as a stance, a challenge to philosophy.  Reality -- as we have been taught since Plato -- is understood by asking "What is...?" And pursuing a line of inquiry whose end result is a stable realization, such as: "I think, therefore I am." Other philosophers might counter this idea, approve it, or modify it, but underneath their arguments lies a shared assumption that what is true can be decisively revealed.

Derrida seeks to destabilize these inherited assumptions. We think, therefore we question, he counters. Even Plato’s own thinking contains such challenges to its own theses. As centered and orderly as Plato’s arguments may appear, there is an element of no less revealing conflict built-in.  Locating that shadow is where Deconstruction finds its meaning.

For example: Plato, in his parable of Phaedrus, denounces the written word as being inferior to words which are spoken by an actual human being. (This is a principle which to this day upholds much of our civilization. In a court of law, written evidence is easily outweighed by testimony that is spoken under oath.) Yet Plato advances this time-honored idea in writing, observes Derrida: a contradiction that complicates the decisiveness of Plato's assertion about the primacy of the spoken word.

Similarly, Derrida takes issue with the way in which much of metaphysical thought is founded on dynamic oppositions of good and evil, interior and exterior, essence and appearance, true and false, life and death.

Derrida views western culture as being pervaded, perhaps inescapably, by metaphysics, by searches for truth whose point of origin is singular and lies outside the realm of the empirically knowable. Deconstruction may not provide the escape route -- Derrida asserts that no critique can ever completely escape what it is criticizing -- but a necessary liberation takes root when we resist thinking reality’s essence is founded in some truth exterior to its own system.

Applied to literature, theology, politics, Derrida's method is a magnet for controversy. Many assume that by so thoroughly attacking and shaking our culture's philosophical foundations, we are destroying them. Derrida has often been accused of moral relativism, for taking the stance that he has. If knowledge is not always certain, so goes the conventional wisdom, how can one engage in Deconstruction yet continue to function as a moral and ethical being?

The answer for Derrida is built into the question. Deconstruction resists the tyranny of the easy answer.  One is all the more ethically and morally responsible because one is in charge of making a decision and being accountable to that decision.  No truth may lie outside one's system for truth making, but that doesn't mean that one can't make moral and ethical decisions - one just must take responsibility for those decisions and not believe them to be preordained or given by a higher power.

As such, Deconstruction resists tyranny. Therein arises its moral value, its relevance to the century from which we've just emerged, and its use for the one now emerging.

JACQUES DERRIDA - BIOGRAPHY 
Although Heidegger wisely argued that a philosopher’s personal life is irrelevant to his philosophy, Jacques Derrida himself wonders about the significance one particular trauma from his own childhood had in the development of his own critical thinking.

Born in 1930 to a Sephardic Jewish family in what was then French Algeria, Derrida was expelled from public school at age 10 as part of an anti-semitic purge waged by the Vichy authorities in thrall to the Nazis. This event -- his small share in a world-wide catastrophe -- left him forever skeptical of educators, of intellectual prejudice, of any set of prefabricated "givens," especially political attitudes, which too often enter our lives and shape our thinking without a vigorous examination.

He moved to Paris in his teens and from 1952 to 1956 studied philosophy with the Marx and Hegel scholar, Jean Hyppolite, at L’ Ecole Normale Superieure. It was also during this period that he met and married his wife, the psychoanalyst Marguerite Derrida. In 1957, he began a doctoral thesis in philosophy (the subject was to be Husserl’s phenomenology) -- only to abandon it for a set of reasons which now sound like a manifesto of Deconstruction (his future philosophical brainchild): "Is it possible to write about philosophical writing within the limits of an academic thesis?" he asked. "Wouldn’t it have to perform what it argued, and therefore be written differently? What if the examiners insist on the standard philosophical protocols -- the ones I want to question?"

The brilliance and magnetism of such resistance won Derrida many honors and champions within the world of academe. He was awarded a scholarship to Harvard in 1956 and the Prix Cavailles in 1962. He has spent much of his life teaching in both Europe and America, at Le Sorbonne, L’ Ecole Normale Superièure, L’ Ecole des Hautes Etudes e Sciences Socials, Johns Hopkins University, Yale, The New School, NYU, UC Irvine. Deconstruction was hatched in 1967 with his simultaneous publication of three major works -- 'Speech and Phenomena', 'Writing and Difference', and 'Of Grammatology.' Since this initial biblio-blitz, Derrida has since gone on to publish over 45 books, translated into over 22 languages worldwide.

Deconstruction confronts the assumptions which underlie everyone’s thinking. So much of western philosophy is founded on metaphysics -- the search for a Holy Grail of "unity," of an essence that will explain everything -- that Derrida’s unyielding challenge to this system of comforts has made him and his work twin lightning-rods for controversy. In 1992, a huge row erupted at the University of Cambridge when Derrida was awarded an honorary degree: "Deconstruction is a theory which lends itself to babbling obfuscation," complained one angry don. But such protests were overwhelmed handily when the matter was put to a vote -- for the brute fact is that Derrida has ineradicably altered the landscape of thought in the 20th and 21st centuries. He’s organized a set of ever-evolving tools by means of which we may think about thinking -- a life-giving exploration with positive, energizing consequences in fields as diverse as art, literature, music, law, ethics, politics, architecture, even fashion.

As such, Derrida is personally committed to furthering social justice throughout the world. Over the years he has participated in activist interventions in France, Czechoslovakia, South Africa and the United States. Quite apart from corroding lucid moral values -- as its detractors fear, and often claim it does -- the challenges and inquiries of Deconstruction, as Derrida employs them, are vital to both the creation and nurture of a conscience.

FILMMAKERS

Kirby Dick (Co-Director, Co-Editor)

Kirby Dick is an award-winning director whose last three films have premiered in Documentary Competition at the Sundance Film Festival.  In 1997, he directed the internationally acclaimed SICK: THE LIFE AND DEATH OF BOB FLANAGAN, SUPERMASOCHIST, which was released by Lions Gate Films.  SICK won the Special Jury Prize at the 1997 Sundance Film Festival and the Best Feature Film Prize at the 1997 Los Angeles Independent Film Festival. It also earned a 1998 IFP/West Spirit Award Nomination and an International Documentary Association Nomination for Best Feature Documentary of 1998.

Dick's other films include CHAIN CAMERA, which received rave reviews during its theatrical release, and PRIVATE PRACTICES: THE STORY OF A SEX SURROGATE, awarded Best Documentary at the USA Film Festival.  He also wrote the screenplay for GUY, which was produced by Polygram Pictures and starred Vincent D’Onofrio and Hope Davis.   Dick is currently completing a new documentary for HBO's prestigious "America Undercover" series.

Amy Ziering Kofman (Co-Director, Producer)

DERRIDA marks Amy Ziering Kofman's directing debut. Ms. Ziering Kofman studied with Derrida in a doctoral program at Yale University in the 1980's. A former academic who has now turned her attention to film, she most recently produced the critically acclaimed feature documentary TAYLOR'S CAMPAIGN, which followed the race for a seat on the Santa Monica City Council by one of its homeless residents.

Ryuichi Sakamoto (Composer)

Ryuichi Sakamoto is a world class composer whose score for Bertolucci's THE LAST EMPEROR won him an Oscar, a Grammy, a Golden Globe and the New York, Los Angeles and British Film Critics Association awards for best original soundtrack. Sakamoto has worked with numerous other noted directors, including Nagisa Oshima (MERRY CHRISTMAS MR. LAWRENCE, GHOTTO,) Oliver Stone (WILD PALMS), Pedro Almodovar (HIGH HEELS), Brian De Palma (SNAKE EYES), and for the BBC, John Maybury's LOVE IS THE DEVIL. Sakamoto has also collaborated artistically with David Bowie, David Byrne, Iggy Pop, and Youssou N'dour, as well as writers William Burroughs and William Gibson, and the performance artist Robert Wilson. Most recently, he completed his second film with De Palma, composing the score for FEMME FATALE.

JACQUES DERRIDA - READINGS

We no longer consider the biography of a philosopher as a set of empirical accidents that leaves one with a name that would then itself be offered up to philosophical reading, the only kind of reading held to be philosophically legitimate. Neither readings of philosophical systems nor external empirical readings have ever in themselves questioned the dynamics of that borderline between the work and the life, between the system and the subject of the system. This borderline is neither active nor passive; it’s neither outside nor inside.  It is most especially not a thin line, an invisible or indivisible trait that lies between the philosophy on the one hand, and the life of an author on the other.







The Ear of the Other, 1982. 

The very condition of a deconstruction may be at work in the work, within the system to be deconstructed.  It may already be located there, already at work. Not at the center, but in an eccentric center, in a corner whose eccentricity assures the solid concentration of the system, participating in the construction of what it, at the same time, threatens to deconstruct. One might then be inclined to reach this conclusion: deconstruction is not an operation that supervenes afterwards, from the outside, one fine day. It is always already at work in the work.  Since the destructive force of Deconstruction is always already contained within the very architecture of the work, all one would finally have to do to be able to deconstruct, given this always already, is to do memory work. Yet since I want neither to accept nor to reject a conclusion formulated in precisely these terms, let us leave this question suspended for the moment.







Memoirs For Paul De Man, 1986.

Who is it that is addressing you? Since it is not an author, a narrator, or a deus ex machina, it is an I that is both part of the spectacle and part of the audience, an I that, a bit like you, undergoes its own incessant violent reinscription within the arithmetical machinery. An I that functioning as a pure passageway for operations of substitution is not some singular and irreplaceable existence, some subject or life. But only rather moves between life and death, between reality and fiction.  An I that is a mere function or phantom.







Dissemination, 1972.  

There is not narcissism and non-narcissism. There are narcissisms that are more or less comprehensive, generous, open, extended. What is called non-narcissism is in general but the economy of a much more welcoming and hospitable narcissism. One that is much more open to the experience of the Other as Other. I believe that without a movement of narcissistic reappropriation, the relation to the Other would be absolutely destroyed, it would be destroyed in advance. The relation to the Other, even if it remains asymmetrical, open, without possible reappropriation, must trace a movement of reappropriation in the image of one’s self for love to be possible. Love is narcissistic. 







Points, 1992.

And I am writing here at the moment when my mother no longer recognizes me, and at which, though still capable of speaking or articulating, a little, she no longer calls me and for her and therefore for the rest of her life, I no longer have a name, that is what is happening, and when she nonetheless seems to reply to me, she is presumably replying to someone who happens to be me without her knowing it, if knowing means anything here, like the other day in Nice when I asked her if she was in pain (yes) then where? It was February 5 1989, she had in a rhetoric that could never have been hers, the audacity of this stroke about which she will alas, never know anything, no doubt knew nothing, and which, piercing the night replies to my question: I have a pain in my mother, as though she were speaking for me, both in my direction and in my place. I stop for a moment over a pang of remorse, in any case over the admission I owe the reader, in truth that I owe my mother herself for the reader will have understood that I am writing for my mother, perhaps even for a dead woman, for if I were here writing for my mother, it would be for a living mother who does not recognize her son, and I am paraphrasing here for whomever no longer recognizes me, unless it be so that one should no longer recognize me, another way of saying, another version, so that people think they finally recognize me.







Circumfession, 1992.

As soon as there is the one, there is murder, wounding, traumatism.  The one guards against the other, it protects itself from the other. But in the movement of this jealous violence it compromises in itself its self-otherness or self difference. The difference from within one’s self, which makes it one. The one as the other. At one and the same time, but in the same time that is out of joint. The one forgets to remember itself to its self. It keeps and erases the archive of this injustice that it is, of this violence that it does. The one makes itself violence, it violates and does violence to itself. It becomes what it is, the very violence that it does to itself. The determination of the self as one is violence.







Archive Fever, 1995.

It’s not easy to improvise, it’s the most difficult thing to do. Even when one improvises in front of a camera or microphone, one ventriloquizes or leaves another to speak in one’s place the schemas and languages that are already there. There are already a great number of prescriptions that are prescribed in our memory and in our culture.  All the names are already preprogrammed. It’s already the names that inhibit our ability to ever really improvise. One can’t say what ever one wants, one is obliged more or less to reproduce the stereotypical discourse. And so I believe in improvisation and I fight for improvisation. But always with the belief that it’s impossible. And there where there is improvisation I am not able to see myself. I am blind to myself. And it’s what I will see, no, I won’t see it. It’s for others to see. The one who is improvised here, no I won’t ever see him. 







Unpublished Interview, 1982.

 That philosophy died yesterday, since Hegel or Marx, Nietzsche, or Heidegger, and that philosophy should still wander toward the meaning of its death, or that it has always lived knowing itself to be dying; that philosophy died one day, within history, or that it has always fed on its own agony, on the violent way it opens history by opposing itself to nonphilosophy, which is its past and its concern, its death and wellspring; that beyond the death, or dying nature of philosophy, perhaps even because of it, thought still has a future, or even, as is said today, is still entirely to come because of what philosophy has held in store; or more strangely still, that the future itself has a future all these are unanswerable questions. By right of birth, and for one time at least, these are problems put to philosophy as problems philosophy cannot resolve.







Violence and Metaphysics, 1964.

The question of the archive is not a question of the past. It is not the question of a concept dealing with the past that might already be at our disposal. An archivable concept of the archive. It is a question of the future, the question of the future itself, the question of a response, of a promise, and of a responsibility for tomorrow. The archive, if we want to know what that will have meant, we will only know in times to come; not tomorrow, but in times to come. Later on, or perhaps never.







Archive Fever, 1995.

How can another see into me, into my most secret self, without my being able to see in there myself? And without my being able to see him in me. And if my secret self, that which can be revealed only to the other, to the wholly other, to God if you wish, is a secret that I will never reflect on, that I will never know or experience or possess as my own, then what sense is there in saying that it is my secret, or in saying more generally that a secret belongs, that it is proper to or belongs to some one, or to some other who remains someone. It’s perhaps there that we find the secret of secrecy.  Namely, that it is not a matter of knowing and that it is there for no one. A secret doesn’t belong, it can never be said to be at home or in its place. The question of the self: who am I not in the sense of who am I but rather who is this I that can say who? What is the​ I and what becomes of responsibility once the identity of the I trembles in secret?







The Gift of Death, 1992.

We will wonder what he may have kept of his unconditional right to secrecy, while at the same time burning with the desire to know, to make known, and to archive the very things he concealed forever. What did he conceal even beyond the intention to conceal? Beyond the intention to lie or to perjure. We will always wonder what, sharing with compassion in this archive fever, what may have burned of his secret passions, of his correspondences, or of his life. Burned without him, without remains and without knowledge. Without the least symptom, and without even an ash.







Archive Fever, 1995.
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Wry, funny, refreshingly different. Seldom has a movie so closely matched the spirit of a man and his work. – Kirk Honeycutt

Premiere
One of the Sundance festival's most engaging and provocative documentaries. - Glenn Kenny

Film Threat
Even if you have no idea what Derrida's theories are about, allow your mind to be teased and twisted by this unique new documentary. Dick and Ziering Kofman have created a priceless historical record of one of the 20 - and 21st - century's great minds at work. They also happen to know how to have fun. - Tim Merrill
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