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Kieślowski’ Forbidden Games

What happens with the instance of God in 
the modern secularized society? The space 
of a former overarching establishment finds 
no prospective of being eradicated, but 
remains dis-inhabited, in the similar manner 
through which a former illustrious edifice, 
maintains the prestige even while in ruins. 
Yves Vaillancourt’s compelling analysis on 
the works of Krzysztof Kieślowski sheds light 
upon the functional transfer of the biblical 
transgression in an presumably godless world. 
The 2014 republication of the author’s book, 
Jeux interdits: Du Decalogue a la Trilogie de 
Kieślowski, has three announced objectives: the 
unveiling of the mimetisme as a modus operandi 
for the transgression, the restoration of the 
religious symbol as a hermeneutic device in the 
interpretations of Kieślowski and the pursuit of 
the mimetic scheme throughout Kieślowski’s 
oeuvre, which also constitutes the reasoning 
for the present edition. A part of the book 
is dedicated for each of the aforementioned 
interpretative missions, each part being 
divided in their turn into chapters that follow 
the thesis’s application in a single movie. The 
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meticulousness that is shown in the structuring, supplemented by the carefully 
curated foreword and annex, reveals the pedagogical value of the book for both the 
general public and the connoisseurs. 

Yves Vaillancourt’s writing career debuted in the literary field, and then interlaced 
with theoretical and critical preoccupations, tackling varied topics and areas of 
interest inside the cultural studies. The expertise on both political sciences and 
philosophy combined with the artistic sense inherited from the author’s literary and 
photographic interests pervade the the text and keep it far from a conformist manner 
of writing. 

As previously mentioned, the first chapter follows the unfolding of the mimetic 
dispositif in relation to the transgression of the interdiction. This critical stance stems 
from Rene Girard’s theory of mimetic desire and it is applied to the millennial interest 
in the practice of interdiction that is depicted in Kieślowski’s Decalogue. An important 
passage in the Foreword, which cites Peter Sloterdijk, constructs a reminder for the 
reader regarding the importance of narratives for the humanist culture. Thus, the 
question asked by the author in regards to the kieślovskian stance is how does the 
directorial mecanism act when shedding light upon the difficulties of choice and the 
profoundness of the investigation of conscious problems. This type of analysis is new 
to the french specialty literature on Kieślowski and it manages to enrich a domain 
that inclines to focus on biographical readings. 

The analysis is not provided in a monoideatic way, but constructed in an 
arborescent system. Hence, it starts with the overarching idea and extends to 
individualized perspectives in each film present in the Decalogue. For example, in the 
fifth movie, that references the sixth amendment, the mimetic theory is undertaken 
in the context of the transgression of the legal system. “The law should not imitate 
nature”, consequently the death penalty depicted in the movie follows the pattern of 
imitating an aspect that is forbidden from reproduction. The moral burden of the act 
is placed upon the young Bar candidate, that has to plead against the death penalty 
in defence of his client, Yatzek. The latter is also susceptible to the mechanisms of 
mimetism as modus operandi, his murderous act being traced back to the killing of his 
sister. The author asserts that “There is the positive mimetism, the one surrounding 
the memory of his sister, that is piety, innocence and play. And there is the bad 
mimetism, that roots in the fault of the friend, that is resentful towards the elements 
and images that recall the fatal accident.” (pp. 27-28)

The second part of the book, entitled On the hidden symbol investigates and retraces 
the religious symbolism dispersed by Kieślowski in the movies. These take the form 
of biblical names, trinity-like characters, infernal descents or dragons. The most 
intriguing aspect surrounding the abundance of religious references is linked to the 
absence of the church in the movies. The films take place in the environs of one of 
Warsaw’s suburbs, during the Communist regime, a governance that was known 
for the disenfranchisement of the Church. The author references a fragment from 
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Kieślowski’s book Dans le hasard et d’autres textes that asserts that the communist 
period was similar to a world without amplitude, where bad was not distinguished 
from good. This morally ambiguous world represents the filmic cover for the 
ongoing mechanism of an effaced religious transgression. Some of the various signs 
for this situation are the displacement of the films’ numbering from the order of the 
commandments and the religious remains, such as the church or the grandmother’s 
line in Decalogue 1. 

The third part follows the continuity of these theories in other movies directed by 
Kieślowski, with a particular focus on Camera Buff and No end. In the end, the author 
positions three essays on the post-communist movies made by the director: The double 
life of Veronique and the Three Colors Trilogy: Blue, White, Red. Thus, Yves Vaillancourt 
retraces the mimetic theory and the religious symbolism throughout Kieślowski’s 
films and establishes them as critical motifs. 

Constructed with a remarkable critical and pedagogical intent, while maintaining 
a distinguishing literariness to its analysis, the book manages to be an exceptional 
instrument for understanding both Kieślowski’s oeuvre and the theoretical approach 
to reading cinema. 


