Go By], has been popular for the past ten years. I'm thinking of Ivan Jablonka and his recent book, Laetitia (Paris, Seuil, 2016) 

ANNE-LAURE RIGEADE:

The nature of these lives gives the impression that we are reading a novel, or rather several traditional novels. The Mata Hari section, for example, reads like a spy novel.

ANNE-JAMES CHATON: I ' y u ' also because these women had extraordinary lives that they are icons: Mata Hari had an unusual fate; Camille Claudel, too, had a terrible and sublime life. So this effect of fiction you're talking about is always generated by my very factual prose: I just transcribe the facts, which seem to be fictional because they are extraordinary. It is true that at certain points, for Mata Hari for example, we almost seem to be in a detective novel, but it's simply because I looked at police reports from the time that describe three days when she was followed in Paris; the detective who followed her wrote down all her movements and the times. I just render the document as precisely as it created a political tunnel, with the same types of actions repeating themselves. I had to cut much of it. So, I have some issues with storytelling in spite of everything. control again when I have to transition between periods of time, but ' y moments of the story that my voice is again the dominant one. Thanks to the form I chose, and thanks to my rhythm and this infusion of material (interviews, works, biographies), my voice could be absent.

ANNE-LAURE

ANNE-LAURE RIGEADE:

There is one last aspect I would like to bring up: your text is not simply a voyage through the lives of these icons of the twentieth century; it also presents a collective dimension, insofar as it offers a passage through history. You inscribe these life trajectories in eras that give your chapters their titles ("L uv u è ", "La grande guerre", "L ", etc. [The New Century, The Great War, The Roaring twenties]).

ANNE-JAMES CHATON: Yes, exactly. I also wanted to write a History of the twentieth century. And that is why I was looking for chapter titles recalling high-school textbooks. I have this memory of how my high-school history books divided the twentieth century into : "T N C u y", "T G W ", "T R g T ." A d I wanted to use those expressions, to inscribe them in this book as a kind of sequence. It sometimes happened that the titles echoed the m ' lives:

"L G D " [T G D ]
depicts the thirties and constitutes the background of W ' ; "L R v u xu "

[The Sexual Revolution] corresponds to the life-story of Silvia Kristel. These coincidences amused me, even if the encounters between life and history were not constructed or planned; it was chance. I was constrained by the given dates, so I could 't place a particular title anywhere I wanted.

ANNE-LAURE RIGEADE: It seems to me that this inscription of fictional biography in fictional history is linked to another constant concern in your work, which is your will to put the collective before the individual. I'm thinking, in particular, of an interview in which you insist on the primacy of writing over speaking because of the social, collective, communal which constantly pushes the reader to mine not only her memory but also books (or Wikipedia). The reader is always invited to mine her memories from school or from history books; you mentioned just now this temptation some readers experienced.

ANNE-JAMES CHATON: As I said, I had not entirely foreseen this relationship to reading.

But I think that if is the reader is led to mine her historical knowledge, it is because the reference to events ' always direct or immediately identifiable, insofar as these women are making history in a ma ' ntury. Some of them, like Mata Hari or Rosa Luxembourg, have a direct impact on world events through their actions. But for many others, the history of the world appears from a distance. It is as if it were filtered, either by their life or because their way of being in the world was indirect. This involves a different form of memory, a different relationship to events. life is more a pretext for exploring different literary genres, such as the travel narrative, the adventure novel, and the detective novel. It is also an expedition through language, an exploration of its various possibilities, which produces a kind of writing that seems at first blush to be very formal. "There is a narrative, but it is part of the same flat plane of colour as the exploration of narrative techniques.
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  Anne-Laure Rigeade -Interview with the French writer Anne-James Chaton about Elle regarde passer les gens (2016) a/b: Auto/Biography Studies Volume 36, 2021 -Issue 1pp.11-23 In Elle regarde passer les gens (2016) [She Watches People Go By] Anne-James Chaton recycles biographical facts regarding 13 icons of the XXth century and re-purposes them: biographical elements of these 13 icons are entwined in a linear narrative, and become episodes of the story of a mysterious "she". Hence biography turns into the fantastic life of what seems to be the character of a novel. ANNE-LAURE RIGEADE: In your recent book, Elle regarde passer les gens (2016) [She Watches People Go By], as in your previous Vies des Hommes Illustres [The Lives of Great Men], published in 2011, you develop a unique form of biographical writing in which you reflect on history and the relationship between fact and fiction. The genre of historical fiction and of biofiction to which Elle regarde passer les gens belongs (2016) [She Watches People

  ANNE-JAMES CHATON: No. I also based my book on the works and personal writings of these women. I used a lot of texts produced by these women, especially The Diary of Virginia Woolf. To add to the answer I gave just now, my book begins to become a fiction from the moment I have to select facts, pages, extracts. I'm by , otherwise my book would reach a thousand pages! This is particularly true for Virginia Woolf: I had to choose the pages from the Diary that would really enrich my writing. I also had to choose certain m W ' b g ; the bibliography was enormous; my material was very rich. As a matter of fact, this creates a slight disproportion in the book: the section dedicated to Woolf is longer the others, because the period covered was longer, but also because I felt very close to Woolf. W ' Diary was significant to my project for another reason: it bears so many traces of what she hears on the radio, especially the speeches of Hitler or Mussolini, or of what she reads in the newspapers, for example the details of the Louise Maud Steel affair (p.79). And my project was to produce a portrait of the twentieth century. W ' enmeshment in her era gave me wonderful material for re-inscribing her life in her historical moment. ANNE-LAURE RIGEADE: What was your writing process like: did you read and write straight away, or leave time to forget what you had read ? With W ' Diary, for example, it seemed to me that you took whole sentences from it. and, as a matter of fact, I copied certain passages almost entirely, translating them into the subject-verb-complement form. But there was a kind of forgetting when we revised the book, my editor and I. For instance, I k Em Z ' m u "J' u ", when Camille Claudel reads the newspaper l'Aurore; the letter was ten pages long. I cut it in the end because it drowned the reader, and I only kept a few sentences from the letter. So, I made certain cuts, which were important in the sense that the manuscript I gave the editor was twice the length of the published book. This prolixity is also one of my flaws as a writer: I end up developing an obsessive relationship to these figures and their universe, since I try to capture the most everyday, the most ordinary details, and maybe as a result the most intimate ones; I seek to write what History forgets. But sometimes that puts the story out of balance and weakens its impact. I worked with an editor on the rhythm, eliminating whole chapters, whole biographies. For example, I wanted to write the life of the aviator Amelia Earhart, but I realized she talked of nothing but clouds; she was always up in the clouds, in her cockpit. The story ended up being very weak. I had to give it up. The opposite sometimes happened: my material was too rich. In the beginning, I wanted to dedicate a large part of the book to a series of female politicians; I began with Indira Gandhi and went all the way to Margaret Thatcher. I was writing these biographies, and, at one point I realized I had the same problem:

  , for example, which 2016. What is your view of these contemporary works? What is your relationship to it? Portraits is a plastic arts project that I began in 2001. It is anchored in my research in literature, sound, and the plastic arts on what I call "p g", referring to the everyday documents that we all have in common, that we constantly carry on us and with ussales receipts, racing tickets, bank withdrawal receipts, reward cards, health insurance cards, parking tickets, credit card receipts, etc.and that tell stories about us, about our lives. These documents always include intimate details, like a hand-written letter from someone close to us, a bank statement, or a prescription. Nevertheless, the subject is always But this never is my starting point; my starting point is more the still image; this is more a gallery of paintings, which I filter through the writing canvas, and which comes to life -JAMES CHATON: Yes, and that is why this book is indeed a narrative; the portraits become biographies because they relate stories that happen within a given length of time. I actually relied on a lot of biographies to write this book and I realized at that point that biographers were not always reliable. I read four or five biographies for each woman, and reconstructing the exact chronology of events took a huge amount of work because biographers are not always rigorous when they establish dates and facts. It is true that the women I've chosen had exceptional lives, and that they thus inspired romanticized biographies that strayed from the factual truth. I chose to use these biographies nevertheless; I

	ANNE-LAURE RIGEADE: As a matter of fact, you published a book called Portraits (Paris, fiction is produced by the meld g 13 v , u qu "she": the fiction would be harder to see. It is the reader who produces the fiction, or rather the level
	Al Dante, 2013). who lives for more then a hundred years can only be fictitious. This is an effect of reading, of fiction, because, in my opinion, there are several: the more he knows ' ves,
	in this way. though, because I did 't imagine just one character in the beginning, I the less he reads the book as a fiction, and the more he experiences it as a completely factual 't construct a
	' ANNE-LAURE RIGEADE: When you talk about your "writing canvas ", you' referring, I u y um m y , k k suppose, to the formal framework that guides the writing, specifically the fact that each sentence begins with " " [ ], u ying whom this pronoun is referring to. We can' y " " u ' x m y k g b b u women's single character, but really 13 distinct lives of 13 real people. I ' m m they are all woven into the same fabric that produces th u y, " ," . This means that for a reader who sees the seams, the fiction wouldn' k. When I read the book, ' k m , because I know the exact sentence that makes the transition ' m g tion can run free, ' " v " u : I imagine all these cross-fades between m ' v ; very often, the woman travels or faints, when in reality she died. biography. On the other hand, if he knows nothing about these women, he will read the book like a jumbled novel, because these w m ' v y v lesque. I wanted to create these levels of fictionality that vary from one reader to another. But what I had not anticipated is the fact that readers, as some have attested, would stop reading, or would go back to ANNE-JAMES CHATON: Yes. different, biographies. from one woman to another. As a matter of fact, this is one of the rare moments when the identify the woman I'm talking about, for example. I wanted the reading to be quick, as I said:
	receipts, bills, etc. When I begin som	'	, I k m	g v m every piece of
	ANNE-LAURE RIGEADE: We can think of the moment the text switches from Rosa
	Lux mb u g I	Du	: R	Lux mb u g'	replaced by a story of exile, a
	[Camille Claudel] fiction that you invented, that glides gently to Isadora Duncan: "Elle attend Pieck. Elle reçoit 'Ex u v 1900. Elle a achevé L'Âge mûr. Elle
	u	ux	' x	. E . E		mb	u	' u	è . E ' x . Elle retournera à Paris. Elle connaît bien la v ju y. E
	France. Elle y a vécu. Elle parle la langue. Elle passe par la frontière suisse. Elle arrive dans la
	capitale française. Elle trouve une chambre à louer dans le IXe arrondissement. Elle est en
	ANNE-JAMES CHATON : No, Nothing. My material is not at all fictional. But the richness juillet. Elle est sur les Champs-Elysées". [She waits for Pieck. She takes the road to exile. She
	ANNE-JAMES CHATON : I		' situate myself at all in relation to this work for two
	of detail transforms reality into fiction in the reading process. The effect of fiction is first will go back to Paris. She knows France very well. She lived there. She speaks the language.
	reasons: first, because I come from a literary scene that is more the poetry scene, and from a
	generated by the accumulation of facts. Second, there is the stylistic device I was talking She crosses the Swiss border. She arrives in the French capital. She finds a room to rent in the
	rather formal style of poetry known as sound poetry. So I do 't know contemporary fiction
	about: this syntax, this canvas subject-verb-complement-which was a formal constraint that 9th arrondissement. She is in July. She is on the Champs-Elysées.]
	very well: poets and novelists	' m v	m	lectual circles. Second, my starting
	I decided on in the beginning-speeds up the writing in a way that forces the reader to be
	point was really in pa	g				g. I'v	k	u .
	carried away by the rhythm of the story, just as though she were reading pure fiction, because ANNE-JAMES CHATON: Yes, that' g . For someone who knows as much as I do about
	the rhythm does not give her time to wonder about the historical reference point. Finally, R Lux mb u g' in this example, and about the lives of all of these women in general,

writing he carries with him, everything he has in his pockets, in his wallet, in his bag if he has one. I take a picture of these documents, and then transcribe it all, which makes for a very long informative text transformed into a 120 cm x 176 cm poster. This generates a text-image, very similar to the nude in photography, which is screen-printed. Portraits is more an exhibition catalogue, in some sense, gathering text-images that invite a non-linear reading by drawing on the visual rhythm of the writing.

ANNE-LAURE RIGEADE : And in

Elle regarde passer les gens (2016) [She Watches People Go By]? ANNE-JAMES CHATON: Elle regarde passer les gens (2016) [She Watches People Go By] is based on the model of the portrait more than the biography. Since I'm er, and I deal with different material, with written material, these portraits become the written record of a life. ANNE-JAMES CHATON : Yes, that' right, and also to the fact that I have chosen to write very short sentences, very quick, very simple, with a very meagre vocabulary and minimalist syntax. ANNE-LAURE RIGEADE: From this point of view, the first sentences set the tone: "Elle explique son travail aux membres de la commission. Elle est recalée. Elle est révoltée. Elle est blessée" (p.13). [She prepares the exhibit for the W ' F of 1900. She has just finished Middle Age. She wants to exhibit it. She gathers other works. She goes before the committee. She explains her work to the members. She is refused. She is outraged. She is hurt.] To come back to what you were saying about the portrait, it seems to me that these lives nevertheless have beginnings and ends: the book is punctuated by dates, starting with this very first date of 1900, and weaves a chronology just like any biography. ANNEdid ' reject them on the grounds that they had no scholarly value, but I selected only the informative, factual elements in them, and I eliminated everything that was invented. I wanted to keep them, because they are part of each of these myths, and because they attest to these myths. I did 't want to use a history book, just biographies, precisely because they build a hero or heroine, because they bear the memory of a certain moment, a certain way of looking at the icons of the time. At the same time, I wanted to be sure the facts I kept were accurate. My material is thus not at all fictional, but very well documented, very factual. ANNE-LAURE RIGEADE : So you are saying there is nothing fictional in your book? the title is also the first sentence, to indicate that the reader is supposed to read linearly and stop only at the final sentence. For what I had in mind, the reader was not supposed to go back to earlier parts.

  She is dry. She is studded with split tree trunks. She crosses a clearing. She is a young deer.She is crowned with wood. She jumps. She crushes a palm branch. She is green. She is delicate. She is deciduous. She is shot with nine arrows. She suffers. She is serene. She finishes the painting. She calls it "The Little Deer"]. In general, this happens when I'm describing images or videos; I resort to them more and more as the book goes on. The book actually follows the technological evolution of the century: I only used a few images for the first biographies; but from the fifties on, I drew a lot from photographs and films: the film of Some of these women have given rise to vast bibliographies, inspired a lot of biographies. T ' the case for Diana, or for Jackie Kennedy. So, it's more the selection of works that orients the point of view. The effect you describe comes from works I read and kept in mind: the point of view of the book is really that of the biographies I

	used. L y D	' b g			mpletely manipulative.
	ANNE-LAURE RIGEADE: I	m	m	'	g oint here: your book
	aims to produce a repertoire of twentieth-century icons. And in L y D	'	, she is
	K inscribed in collective memory-less through biographies than through magazines, whose y' , or some of y ' Sy v K ' films. These
	g ambition is maybe also to establish forms of historical truth-, as an icon of generosity. As a m m u ' m g tion because the material is no longer a text but
	result, your own portrait does '		y	' ,	v g	weakens
	our shared sense of her iconic status.	
	She's not fossilized yet; she is still too mobile to be fully grasped as an icon. T ' true from
	'	v	as much	' . F	m , by contrast, they have
	fewer traits, but those traits are more significant, each functioning as synecdoche.

possible. T ' t produces fiction. ANNE-LAURE RIGEADE : I talked about "novels", u , just now because the book takes us from one genre to another: the spy novel with Mata Hari; the erotic novel with Sylvia Kristel; the psychological novel with Virginia Woolf, etc. ANNE-JAMES CHATON: This comes afterwards. When I write Mata Har ' , I ' know I'm writing a detective novel, for example. It's the effect of writing in this case. The document I use, the document I rewrite -a police report for Mata Hari, a film for Sylvia Kristel, a radio recording for Virginia Woolf, the most objective possible transcription of what you see on Zaprud ' m, .these documents themselves direct the book to different genres of fiction. I did ' to propose a voyage through different genres of novels, just to produce a list of facts, a list of sentences. Since I only record facts, and since these facts have in themselves a certain shade, this transfers into the writing. ANNE-LAURE RIGEADE: Your project is unique because the definition of biofiction relies on the very postmodern hybridization of fact and fiction, literature and history. Meanwhile you derive the fiction from the facts themselves, without altering them. It is extremely original. The fiction is thus limited to a few transitional sentences that move from one woman to another. ANNE-JAMES CHATON: Not exactly: there are moments-rare ones, bu y' where I can let my imagination run free: there are subjective moments, like in the description F K ' g : "Elle est dans une forêt. Elle est sombre. Elle est sèche. Elle est m ' b u . E le traverse une clairière. Elle est un jeune cerf. Elle est couronnée de bois. Elle bondit. Elle écrase une banche de rameaux. Elle est verte. Elle est délicate. Elle est feuillue. Elle est percée de neuf flèches. Elle souffre. Elle est sereine. Elle achève la peinture. E ' u L P C " (p.121). [She is in a forest. She is gloomy.

an image. Also, ' ue that the similarities between the women produce fiction, for example dance for Mata Hari and Isadora Duncan, or the communist thinking of Rosa Luxembourg and the fact that Frida Khalo relates her meeting with Trotsky. These moments reinforce the idea that there is only one character, the facts paradoxically give body to a fictional character.

I could give a lot of examples of such internal links in the text that push it toward fiction.

ANNE-LAURE RIGEADE: It seems to me that the subjective also intervenes in the way you look at these women, and sometimes the judgements you make about them: princess Diana, for instance, is described as a terrible manipulator when you write: "E v ' ô

Luanda. Elle prend une jeune fille dans ses bras. Elle a perdu une jambe. Elle demande à un g ' tant. Elle veut une photo choc" (p.250). [She visits the hospital of Luanda. She takes a young girl in her arms. She has lost a leg. She asks the photographer to capture the moment. She wants a shocking picture]. Did you intend in this way to offer particular points of view on these women? ANNE-JAMES CHATON: No. ANNE-JAMES CHATON: For me, this comes from the fact that Diana is not yet an icon like

Marilyn might be, because our memory of her is too fresh: Diana is too close from us; the portrait is not yet fully drawn. We accept the faults as well as the virtues of an icon; we accept her this way because she comes to us from an already remote past. But ' not the case for Diana. In 30 years, we will see her more clearly, and I'm u I would write her differently.

ANNE-LAURE RIGEADE: L ' g b k y u u es: your factual sources were biographies, but also films or photographs. Is that everything?

  and if my prose changes in colour, it's because this life or that one is characterised by Diary attests; unlike women like Marilyn or Jackie or even Isadora Duncan, who were very oriented to the outer world, Woolf experiences the world through the filter of her consciousness. Naturally this transfers to my text, not because I intervene but my narrative, from 1900 to 2000, and to setting a certain rhythm of writing, a certain speed. Those are the two things I pay attention to when I select the elements of the story. After that I can add details that link them, but t ' We are the representative of young Russia. We are not mixing in political questions. It is only the field of art that we are working. We believe the soul of Russia and the soul of America are about to understand each other. We are come to America with only one idea-to tell of the Russian conscience and to work for the She talks about America. She expresses her gratitude. She did not come to talk politics. She is only interested in art. She believes in the friendship between the two countries. She thinks these nations can understand each other. She came to the New World with one idea in mind. She' ot propagandizing. She wants to expose the Russian soul to Americans]. It really is her language, her words, her voice that you hear in my prose, but I

	ANNE-JAMES CHATON : No, not at all. I had written a masculine History, and then I wrote seule idée en tête. Elle ne fait pas de propagande. Elle v u uv 'âm usse aux
	a feminine history. The "he" history, even if she does it from the margin , volume gives way to the "she", "she" who makes "b k " k y. These women have an indirect relationship to history. Elle regarde passer les gens is the mirror image of the previous volume, even if the first one was constructed in a very different way. E " " of a great man is the result of rewriting a text or biography by a great writer of a great man, for example Suetone writing Emperor Tib u ' Lives of the Twelve Caesars. Once a certain type of action. I ' y m : I ' y m k H ' more dramatic, under the pretext that she is going to die; ' just that Mata Hari is a spy, and as a result when we read her life, we read a spy story. The same goes for Sylvia Kristel: I would never have imagined writing erotic literature; ' my favourite subjects. But I have to write erotic literature when I tell her life-story because she was an actress in erotic films, and because I describe scenes from these films. I think the same observation could be m u , ' not as necessary. I'm m the rhythm of the prose: it's almost like writing aloud. ANNE-LAURE RIGEADE: Exactly, you really make the v . I'm u m Américains." (p.60) [think this is possible only thanks to my form . W m ' v
	I had created these duos, I looked for a form of writing that would correspond to the model or made for each m : W ' r life comes through because she is very attuned from their experiences, but you manage in your writing to capture distinctive ways of again precisely because ' very simple style that limits my hold on their lives, the possible
	to the portraitist: in the case of Jules Vernes account of Christopher Columbus' voyage to America, I u Ju V ' v encoding all the place names and u geographic references in latitude and longitude that the navigators used. As for the life of Dante according to Boccaccio, I B ' x , and then translated this ' y g. speaking, and that attests to a form of ethical concern for preserving the voice without savagely appropriating the discourse. interpretations I can make, and any subjectification. This phenomenon is also linked to my model, my source-materi , b u ' v I b proper sense to her inner life, as her because I : g v v , ' v I . Sometimes, I take
	first version into " x g" gu g		were text messages, referring to the fact that Dante
	had invented the Italian language. ANNE-LAURE RIGEADE: You'v	that you only relied on a list of facts, but you give
	these women an inner life. To go back to the example of Marilyn, you write: "Elle est
	ANNE-LAURE RIGEADE: there is always a suspicion, when a male writer appropriates ubjugu . E m u u " (p.140) [She is captivated. She is in love], or: "Elle est
	m ' u u . E	g m d it with his own work, that he may be repeating a form of dominance u u " (p.145), [She is happy. She is furious] or: " m "
	traditionally exercised over women. And the reader is struck by the fact that despite an (p.156) [She is depressed]. In this sense, you seem to want to construct an inner self, like any
	apparent unity of style, due to the formal constraint you placed on yourself, one perceives novelist would.
	d'Hommes illustres recounts History from the G different voices, as if you wanted to let those voices speak which a certain patriarchal history ' point of view, Elle regarde passer
	les gens m had wanted to silence. m ' ANNE-JAMES CHATON: Yes,	v . Would you say that there were drives, desires, ways ' true. But that can be explained by the influence of the
	of doing and writing that were different depending on whether you were writing the lives of biographers I read while writing. I used a lot of first-hand accounts evoking the states of mind rapprochement of the two great countries. No politics, no propaganda !". And here is my
	women or those of men? ANNE-JAMES CHATON: I think this particularity is linked to the women themselves. These of these women. In Marilyn' case, her relatives all say that she was sad. I'm b like a transposition : " E 'Am qu . E x m g u . E ' pas venue
	parler politique. E	'	qu'à ' . E	' m	deux pays. Elle pense
	qu	uv	'	. E	v u u		u N uv u	v u

RIGEADE: I'd like to talk about the gender question. You wrote this series of biographical stories in Elle regarde passer les gens after Vies des hommes illustres. Vie different coloursbecause the prose is a bit like a rainbow of the lives of different womencome from the fact that each has her own relation to the world. I was content to establish a list of facts, sponge. It' u that I also select and keep those parts about their inner life, but I ' initially mean to create a psychology for these women. I give priority to facts that assure the chronology of ANNE-JAMES CHATON: Yes, because I also work from interviews and reported speech. I rewrote a lot of interviews. I'm k g, example, about the one Isadora Duncan gave to an American newspaper, where she shocked the press. I take I Du ' interview with The New York Herald; I transform her words into a series of sentences obeying my canvas subject-verb-complement, but they are still her words. Here is an extract of the interview that Isadora Duncan gave to the newspaper: "Here we are on American territory.

Gratitude, that is our first thought.

  As time went by, I allowed myself to treat singularity but that was never the starting point for me. For a long time, I believed that I had found a very objective style, that would have resolved the problem of subjectivity in writing, and so the problem of my own authorship, in a way. I ' because the collective comes before individual speech for me that I wrote this essay on Marx. In my early works, I worked a lot on texts generated by machines, on words nobody uses. My first book was called Evenements 99 [Events 99]: for one day, I kept all my tickets, as so many witnesses of my presence in the worlda bank receipt, a metro ticket, a shopping list, etc. Then, I transcribed all these tickets in their entirety. Afterwards, I told myself I had found an entirely objective way of writing. It goes without saying that in spite of this I had breathed something of myself into the text, since I was the one who manipulated these texts. But I was 't conscious of that at the time. Later, I realized that these texts remained a form of narrative, and that they told my story. The before becoming icons, these women are books, published biographies, works that others can buy and read. Had I not written Elle regarde passer les gens, I could have done an art installation with all the books I read, the photographs I used, the videos I watchedand this would have composed an archive. Unlike what I was doing fifteen or twenty years ago, When you quote this interview where I say that writing takes priority over speaking, it's also because the world takes precedence over the individual, it contains him or her. And to prevent the individual from erasing the world, my strategy, in a way, is to begin with the world, but to take from the world only what is most ordinary or most fossilized, only what incarnates or evokes an epoch or a moment with as much immediacy as possible. She learns of the annexation of Austria]. You keep one evocative event, but also one micro-event of everyday life, the importance of the radio. In these life-stories, you keep a lot of details of the everyday lives of these thirteen womenan appointment at the oculist, for realized ten years after having written Evénements 99 that there really was a subjective view at work behind this collection of tickets. At the same time, I spent fifteen years reading Edmund Husserl, and I think my stance comes from Husserl and Marx and the American objectivists as well as from Pérec. I'm looking for a way to be closer to my objects.Emmanuelle, released in 1974, and the Emmanuelle years covered exactly the period the book was missing. The same thing happened with Frieda Khalo: I had to add someone who would take me from the end of the war to 1954, I looked for someone, and Frieda Khalo was the one who best fulfilled the criteria. And I was very happy, because I had 't thought of her at the beginning. And writing about her enriched my writing, because it enabled me to explore a

	new dimension with the description of her paintings,	u '	v b	b
	without this, despite the influence of the visual and pictorial imaginary on my work. So, the
	chronological constraint also created happy coincidences.			
	ANNE-LAURE RIGEADE: This really is striking: in a chapter where Virginia Woolf I'v allowed myself a lot of freedom with regard to this ideal for the past twenty years, until I ANNE-LAURE RIGEADE: There are 13 lives. Does the number 13 have a particular
	, "L m managed to publish a book in a publishing house for novels, Verticales, which would have m " [T R F m], a single sentence conjures the significance?
	dimension of writing. But I'm after eme 99 [Events 99], is an essay dedicated to Marx and effacement, (L' ffac , thinking of your work: one of the first texts you wrote, capitalisme et effacement dans les Manuscrits de 44 de K. Marx (2005)). Can you explain this concern with the collective in your writing, and your way of articulating singularity and community? "I," u y seemed central, as if ' b hidden till that moment. I grieved individuality becomes possible again because I rewrite my primary source-material; before, I did 't rewrite: I copied, I transcribed. ANNE-LAURE RIGEADE: Is this also why you chose to inscribe these narratives, these life-, H y "H"? year 1938: "Elle écoute la radio. E ' x 'Autriche" (p.96) [She listens to ANNE-JAMES CHATON: I have a writer m y: "I u and what y u g: y u y u P ". H completely understood what I was doing before I understood it myself. I love Georges P ' description of the Mabillon Carrefour in Te a i e d' pui eme d'u lieu pari ie [An Attempt at exhausting a place in Paris]. What m b m m P ' mu ; ' y the position of an observer, an almost mechanical recorder. In his way of writing, we sense an been unthinkable for me a few years ago. doubt. Bu I k m ' v b u I v k. However, the chronological constraint led me to exclude these women because they lived too long. For example, I had thought of Marie Curie, but her life would have covered 50 years of the century. Other choices derived from this constraint: I had already written a few lives, and I still had a few gaps in my story. I had to look for other women. After eliminating Golda Meir and Indira Gandhi, I realised I had to fill nine years betw J ' T ' ANNE-JAMES CHATON: Subj , the idea of completely disappearing from my text. But I kept going, I always sought to use, as the bedrock of all my written work, material that ' my own. In Elle regarde passer les ANNE-LAURE RIGEADE: Your book is anchored in History in a different way: you never ANNE-JAMES CHATON: N , . I ' b y, b u u g g k, bu ' g ican . I ' umb , by y: it can go up to fourteen the radio. x m , V g W , J J " S v A my here to give value and attention to the ordinary? stop playing ' m m y. For example, I would not have chosen the same thirteen women you did. How did you make that choice? ANNE-JAMES CHATON: I chose these women first because I knew their images would appear immediately before the reader, because I knew they could be identified without a lives if you include Joan of Arc, who appears in a flashback. gens, I'm coming back to a form of narrative prose that can be read linearly. Singularity, canteen" ("dépend de la 'A m u S u " -p.170). Is there P rec-like desire ANNE-LAURE RIGEADE : Y u y ' u u : this book,
	ANNE-JAMES CHATON: Yes, because the subject of the book is History itself, more than individual in the world, who tries to write it, who appropriates the world by writing it. He election as Prime minister, between 1970 and 1979. By chance, I come across the film
	the stories of these women. In a way, the " " in its 700 occurrences, is History [history talks about " m at exhausting" , u be exhausted by a single
	being a feminine noun in French]. The primary subject of the book is the twentieth century. consciousness. T ' g b links me to Pérec and drives me to try to do

something less. I'm one step behind him, in the position of the person who observes the world without having any influence on what he sees. I'm not saying I'v u , since, as I said earlier, I

  laisser seul pendant la crise. Elle est à la Maison Blanche. Elle est cloîtrée. Elle a interdiction Elle ne croit pas à la guerre" (p.162) [She is in October 20th 1962. She' just arrived at Glen Ora. She receives a call from John. She has to fly back to Washington immediately. She will be transported by an Air Force helicopter. She will be taken without delay to the nuclear shelter of Camp David. She refuses. She wants to stay with her husband. She ' leave him alone during this crisis. She's at the White House. She is confined. She is forbidden to go out. She is surrounded by secret service agents. She is calm. She keeps her nerve. She wants to lift the mood. She organises a dinner. She invites close friends and family. (…) S believe there will be a war]. ANNE-JAMES CHATON : T ' g . As you see, the event is not named: there' ju tension in the air: Jackie is asked to fly back to Washington, they even suggest that she take ug ' u . T 's what points to this major political moment that was the Bay of Pigs. It's the same with Woolf: her contact with history is indirect but constant, ever-present when she travels around Europe, for example, and sees the signs of growing anti-semitism. ANNE-LAURE RIGEADE: One last question: are you currently working on any projects that put into practice-no doubt in a different way-life writing? ANNE-JAMES CHATON: I'm currently working on the travel narrative of Jean-François La

	. E	u	' g		u . E	m . Elle garde son sang-froid. Elle
	v u	' m	è . E	g	u î . E	v	. (…)

Pérouse. The book is called L'affaire La Pérouse [T P u A

]. Bu v g '

ANNE-LAURE RIGEADE: Y ,

' m m y is drawn in these two directions you highlighted: toward rereading history, and toward a desire to identify the women.