Full immersion fantastiskaja realitate

Saruna ar filmu autoru Juri Ankarani

Full immersion in the fantastic world of reality

An interview with film-maker Yuri Ancarani
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Ravenna dzimus$a makslinieka Juri Ankarani (Yuri Ancarani, dz. 1972)
isfilmu darbiba notiek nepazistamas pasaulés un parsteidz mis ar
pardomatiem un tiriem attéliem, ko pavada teju nedzirdami, bet
iedarbigi skanas efekti. Vina kameras skatiens ir nevainigs un zin-
karigs ka bérnam - ar to Juri dodas uzmeklét nezinamas vietas un
piedava skatitajiem dokumentalus kadrus no realas pasaules, kas ne
ar ko neatpaliek no labakas zinatniskas fantastikas vai videospélu
iedomu telpas. Makslinieks ravennietis, kas parvietojas pa muslaiku
makslas un kino robezzonu, ir sanémis nozimigas balvas un prémi-
jas. Vins ir darbojies gan dokumentalaja, gan makslas kino un miisu
saruna stasta par savu izcelsmi, pieredzi, motivaciju, sadarbibas
partneriem un izdzivoSanas stratégijam.

Barbara Feslere: Tu sac filmét, pétot savu dzimto Ravennas
pusi, péc tam pievérsoties talakam vietam un témam. Tu sakies
lokalaja dimensija mekléjam universalu nozimi. Kur tu atrodies
nogriezni starp autobiografiju un vélmi sazinaties ar arpasauli?

Juri Ankarani: Sis ir Joti griits jautajums, jo sava zipa viss it
ka notika nejausi. NepiecieSamiba stastit radas péc parcelSanas uz
Milanu, lai studétu, un tolaik man reti sanaca iegriezties dzimtaja
pilséta Ravenna, ko, ka man pasam likas, es pazistu loti labi. Milana
uz mani atstaja sterilas pilsétas iespaidu - ka tada liela Italijas vit-
rina, starptautiska pilséta, tada pati ka Roma. Jutu, ka ta ir talu no
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The short films by artist Yuri Ancarani, born in Ravenna in 1972,
reveal unfamiliar worlds and surprise the viewer with well thought
out and clean images, accompanied by almost inaudible, but never-
theless effective sound effects. His camera regards the world with a
child-like curiosity and innocence - it accompanies him in search of
unknown places, and astonishes the viewer with documentary im-
ages from the real world which are equal to the imaginary world of
video games or the best science fiction. The artist, who has received
important awards and prizes, has always operated in the border
zone between contemporary art and cinema, working in both docu-
mentary cinema and feature film. During our conversation he speaks
about his origins, experience, motivation, partners of collaboration
and survival strategies.

Barbara Fissler: You started making films by studying your
local area in Ravenna, later turning to more distant lands and
other themes. You've said that you seek a universal meaning in
the local dimension. Where do you position yourself on the scale
between autobiography and communication with the surround-
ing world?

Yuri Ancarani: That is a very difficult question, because every-
thing happened as if by chance. The necessity to communicate things
arose when I moved to Milan as a student, and at that time I rarely
got to visit my native town Ravenna - a place [ thought I knew very
well. Milan seemed to me a sterile city, like a huge shop window dis-
play of Italy, an international city the same as Rome. It felt distant to
me, distant from the places I knew, and when I returned to Ravenna,
[ began to describe the changes I noticed. Obviously I illustrated
these changes with my thoughts, therefore there is something au-
tobiographical in my work, but underlying this is also an analysis
of topical issues. There is a sentimental component in every work,
and this is always autobiographical, but what [ show you is part of
everyday life, a reality that I know well.

B.E.:: On the one hand, there is your personal viewpoint, but,
on the other hand, there is present in your works also an analyti-
cal approach which emerged out of the detachment from when
you left your native town. Often in your films we see elements of
alienation, the unfamiliar. A red thread, as you say, leads us from
the visible to the invisible. Each video points the spotlight on an-
other reality which is inaccessible to mere mortals. Ricordo per
moderni tells a story about foreigners in a provincial context, Il
Capo shows the complicated and dangerous work in a marble
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manis, no manam vietam, lidz ar to, atgriezies Ravenna, saku aprak-
stit parmainas, ko ievéroju. Protams, es ilustréju $is parmainas ar
savam domam, tatad mana darba noteikti ir kaut kas autobiogra-
fisks, bet dzilak ir arl aktualu jautajumu analize. Katra darba ir kaut
kads sentimentals slanis, un tas vienmer ir autobiografisks, bet tas,
ko es tev radu, ir ari kaut kas ikdienisks, taja ir klatesosa man labi
pazistama dzives isteniba.

B.E.: No vienas puses, ir tavs personiskais skatiens, bet, no
otras, darbos ir ari analitiska pieeja, kas radas, pateicoties tavai
aizbrauksanai, ta teikt, distancei. BieZi tavas filmas més redzam
atsveSinatibu, nepazistamas lietas. Sarkanais pavediens, ka tu
saki, ved miis no redzama uz neredzamo. Katrs video pavers
starmesus uz citu realitati, kas parastajiem mirstigajiem nav
pieejama. “Piemina miuslaiku cilvekiem” (Ricordo per moderni)
vesta par sveszemniekiem provinces konteksta. “Prieksnieks” (11
capo) rada sareZgitu un bistamu darbu marmora ala, “Platforma
Méness” (Piattaforma Luna) iegremdé miis hiperbariska un
klaustrofobiska kamera, bet “Da Vin¢i” (Da Vinci) piedava mums
ieskatu cilveka kermeni kirurgiskas operacijas laika. Kads ir
tavs vestijums? Vai tu esi burvju makslinieks ar didaktiski izzi-
nosiem meérkiem vai ari dzejnieks, kas péta vél neapgiitas teri-
torijas?

J.A.: Vispirms es méginu apmierinat savu lielo zinkari par visu,
kas atrodas man apkart. Filmas dzimst pavisam nejausi, pat ja péc
tam es apzinati savelku tajas pavedienus. Kad sastopos ar konkré-
tam situacijam un jitu, ka tas mani spécigi pievelk, es brienu tajas
ieksa aizvien talak, censoties noklut lidz galam. Es brienu ieksa nezi-
namas vietas, kur man nakas palauties uz sajitam un intuiciju. Kad
beidzot péc méneSiem ilgiem mekléjumiem un taustiSanas, un
klauvesanas pie durvim, un censanas nedzirdét apkart skanosos
“ne”, lai tie klust par “ja”, es kaut ko dabiju gatavu, tad tas iegust
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Skati no filmas “Platforma Méness”
tap3anas /

Views from the Platform Moon making
process
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quarry, in Platform Moon we are plunged into a hyperbaric and
claustrophobic chamber, but in Da Vinci we are offered a view
inside a human body during surgery. What is your message? Are
you a magician with didactic and fact-finding goals, or a poet
who explores uncharted territories?

Y.A.: Firstly I try to satisfy my immense curiosity about every-
thing that surrounds me. Thus the films are born quite randomly,
even though later I consciously weave linking threads into them.
When I encounter specific situations which attract me intensely, I
push deeper and deeper into them, trying to reach the very end.
delve into unknown places so I have to rely on sensations and in-
tuition. When finally, after months of research, feeling your way and
knocking on doors, and trying to bypass the many “no” and achiev-
ing a “yes”, | manage to get something, it really becomes something
huge! [ am always afraid of being disappointed, but in the end by
using a lot of material I become richer. Think of an operating thea-
tre. The impression it left on me was like an explosion. Then some
instinctive and childish thoughts leapt out: when I saw a robot that
was moving, I didn’t know where I was any more. In the end I gath-
ered it all together and made a movie which is completely based in
reality. There is an operating room, there is a robot, but my take on
it is fantasy-like and innocent - typical of someone who is seeing
something for the first time. And I try to transmit this “first time”
sensation to the viewer. A film is a kind of journey where each turn-
ing offers new information, leading us to a grand finale. You could
say that it is a mix of what I have experienced and what the video
camera records.

B.F.: And the camera transmits your experiences to the view-
ers.

Y.A.: Yes. [ never forget the people who will be viewing the film
when it s finished.
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milzu apmérus! Man vienmer ir bail vilties, bet beigas esmu iegu-
véjs, kad izmantoju daudz materiala. ledomajies operaciju zali. Uz
mani ta atstaja spradzienam lidzigu iespaidu. Péc tam izléca lauka
instinktivas un bérniskigas domas: kad redzéju robotu, kas saka
darboties, tad nesapratu vairs ne rita, ne vakara. Beigas es to visu sa-
lieku kopa un uzbuvéju filmu, kas ir absoliiti panemta no realitates.
Ta ir operaciju zale, tas ir robots, bet mans skats uz to visu ir fantas-
tisks, nevainigs, kads piemit cilvékam, kas kaut ko pieredz pirmoreiz.
Meéginu $o “pirmas reizes” sajiitu nodot skatitajam. Filma ir process,
kur katrs pavérsiens sniedz jaunu informaciju, beigas aizvedot miis
lidz diZam finalam. Varétu teikt, ka tas ir mikslis starp manu pardzi-
vojumu un to, ko registré videokamera.

B.F.: Kas nodod $o tavu pardzivojumu skatitajiem.

J.A.: Ja. Es nekad neaizmirstu par tiem, kas So filmu skatisies,
kad ta bis uzfilméta.

B.F.: Tu visu laiku uzturi dialogu ar skatitaju, kas stav tev aiz
muguras?

J.A.: Pirmaja fazé mani notur domu un iedomu pliisma, bet péc
tam es méginu saprast, ka novest $is domas lidz skatitajiem.

B.F.: Tavs darbs roté un svarstas starp vizualajiem zanriem,
starp videomakslu un kino, filmu garums ir starp 15 un 25 minii-
téem makslinieciska formata, bet vélaka parnesana uz 35 mm fil-
mu atbilst kino formatam. Trilogijas attélu kvalitate tik tieSam
ir parsteidzos$a, ta galigi neatgadina meinstrima videoarta pa-
raugus. Tavas filmas ir izpelnijusas visaugstako atzinibu abas
jomas - tas ir izraditas $abriza 55. Venécijas makslas biennale,
Romas Maxxi, Nujorkas Gugenheima muzeja, kino joma - 67. un
68. Veneécijas filmu festivala, festivalos Roterdama, Amsterdama,
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Skati no filmas “Da Vin¢&i” tapsanas /
Views from the Da Vinci making
process
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B.F.: Are you constantly in a dialogue with the viewer who is
looking over your shoulder, so to speak?

Y.A.: Yes, in the first phase of filming I go with the flow of my
thoughts and imagination, but after that I try to figure out how to
convey these thoughts to the public.

B.F.: Your work is in balance and shifts between visual media,
moving between video art and cinema. The length of your films
is between 15 and 25 minutes in artistic format, but in post-pro-
duction they are transferred to 35 mm film, corresponding to
cinema format. In fact the quality of the images in the trilogy
is impressive indeed, it is quite unlike the usual video art. Your
films have received the highest recognition both as video art and
cinema: they were screened in the current 55th Venice Biennale,
at Maxxi in Rome and the Guggenheim Museum in New York, and
in the realm of cinema they have appeared at the 68th Venice
Film Festival as well as festivals in Rotterdam, Amsterdam, To-
ronto, Paris, etc., and they have been awarded various prizes
in Russia, Italy, Malta, Slovakia, Croatia. You also won the Zelta
Anna prize at the 2 Annas short film festival in Riga. What is the
technique you work with, video or film?

Y.A.: Yes, it’s true, it does depend to some extent on the tech-
nique, and understanding the context I am working in. I feel like an
autodidact, and so I've learnt slowly, but that has helped me to de-
velop my own technique, starting with the first video films made on
a zero budget. While I was at the Academy in the 1990s, we were
bombarded by Cyberpunk, a film genre without any great content
but in which artists with very low budgets succeeded in creating
great works. They were the first to make films in video format. Crit-
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Toronto, Parizé utt. un ieguvusas dazadas balvas Krievija, Italija,
Malta, Slovakija, Horvatija, ka ari 2. isfilmu festivala “2 Annas”
Riga, kur tu sanemi “Zelta Annu”. Kada tehnika tu strada, unemot
video un filmas?

J.A.: J3, taisniba, viss nedaudz atkarigs arl no tehnikas, no sa-
prasanas, kada konteksta es darbojos. Jitos ka autodidakts, proti,
esmu iemacijies visu palénam, bet tas man Javis izstradat paSam savu
tehniku, pirmo videofilmu tapSanas laika izejot no nulles budzeta.
Akadémijas laikposma 90. gados miis burtiski bombardéja kiber-
panks, kino Zanrs bez dizam témam, toties ar loti zemu budZetu,
kas tomeér ]ava taja stradajoSajiem maksliniekiem dabit gatavus
spécigus darbus. Vini bija pirmie, kas uznéma filmas video rezima.
Kritiki rakstija, ka videomaksla esot pie mirSanas, bet es stradaju
ar rokas telekameru. Es turpinaju stradat, last tur vai plist, un biezi
makslas vésturnieki uzskatija, ka es taisu kino, bet festivalos dzirdéju
ieteikumus pievérsties makslas pasaulei. Ja nemaldos, “Piemina
mislaiku cilvékiem” ir mana pirma videosérija ar nulles budzetu:
taja piedalijos tikai es un mana telekamera. “PriekSnieka” turpretim
saku stradat ar savu skanu, kas raksturo kino jomu. Péc tam sanému
ieligumu uz Venécijas filmu festivalu, un tas man lika padomat par
vietu, kur tiks izradits mans darbs. Kinoteatris nav balta telpa ar vi-
deoprojektoru uz gridas, ka ari datoru kastém pa labi un kreisi. Ta
ir telpa ar saviem noteikumiem, un Venécijas festivala standarts ir
35 milimetri. Filmas tapSanas process ir pilnigi citadaks; es uznemu
un montéju, bet péc tam nak pucésana, kas ir kinematografiska rak-
stura darbs profesionala studija.

B.F.: Man gribétos saprast, kur tu jities “majigak” - miislaiku
maksla vai kino? Redzéju, ka tu sevi definé ka “vizualo maksli-
nieku - film maker”, kas tava skatijuma nozime “kinematografisku
kompetenci plus makslinieciskus nodomus”. Ka tu tiec gala ar
Sadu Suposanos starp divam jomam, kas dzimst pilnigi atSkirigas
telpas, kuram ir dazada mérkauditorija?

J.A.: Es loti cienu makslas pasaulj, jo ta ir vieniga vieta, kur So-
brid iespéjams nodarboties ar pétniecibu, pat ja nevienam tur neesi
vajadzigs, sédi viens ka suns...

B.F.: Nu, par tevi jau nu nevarétu teikt, ka neesi vajadzigs...

J.A.: Tagad esmu, ja... Makslas pasaule man ir devusi loti daudz.
No otras puses, ari kino pasaule ir spéjiga sniegt nenormalu gan-
darijumu, jo taja jitama tieSa un talitéja saikne ar skatitajiem. Vini
aplaudeé vai arl izsvilpj. Bombarde tevi ar jautajumiem, daZs labs
ir naivs, cits - kritisks, jo nav tadas publikas, kura biitu tikai $ai darba
iesvetitie.

B.F.: Tavi darbi parsteidz ar skaistumu, attélu tiribu, monta-
Zas poétisko ritmu un skanas delikato atbalstu. Faktiski runa ir
par dokumentalam isfilmam, proti - tu mums radi to, kas ir uziets
un nofilméts realaja dzive. Tomeér $eit faktiski rodas probléma,
ko es sauktu par filozofisku. Ka zinam no teorétiskajam debatem
par fotografiju, tads dokuments, kas, varétu domat, ir drosi ti-
cams realitates attélojums, patiesiba neeksisté, jo katrs atvei-
dojums vienmeér ir piesaistits ipaSam tada subjekta skatienam,
kurs ir izdarijis konkrétu atlasi - attélojamo priekSmetu, skat-
punktu, kadréjumu, apgaismojumu. Tas viss liecina par to, ka
ikviens potencialais dokuments ir konstrukcija un ari pati reali-
tate nav nekas cits ka konstrukcija. Sava trilogija tev ar atkaili-
natu un nereti simetrisku fotoattelu perfekta apgaismojuma
izdodas radit poézijas Kklatbiitnes sajiitu, sirrealitati, kas vedina
uz domam par fiktivo, par attéliem, kuri neapsaubami ir tevi
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ics wrote that video art was dying, but | was working with a hand-
held television camera. I continued with my work, all the same, and
often art historians thought that I was making movies, whereas at
festivals [ was advised that I should turn to art. If I am not mistaken,
Ricordo per moderni was my first video series on a zero budget: it
was just me and my camera. When filming Il Capo, however, [ started
working with my own sound which is characteristic of cinema. Then
I received an invitation to the Venice Film Festival, and this made me
think about the location where my film would be shown. A cinema
is not a white room with a video projector on the floor and comput-
ers set out left and right. You're dealing with a space with its own
requirements, and the standard at the Venice Film Festival is 35 mm
film. The filmmaking process is different; I shoot and edit, but after-
wards it gets polished up, which means cinematographic post-pro-
duction work in a professional studio.

B.F.: I would like to understand where you feel more at
home: in contemporary art, or in cinema? I've seen that you de-
fine yourself as ‘visual artist - film-maker’, which for you means
‘cinematographic competence with artistic intention’. How do
you manage this kind of fluctuation between two areas which
originate in totally different spaces and which have different
target audiences?

Y.A.: I hold in high regard the art world, because it is the only
place where I am able to do my research at the moment. Even if no-
body notices you, sitting there alone like a dog...

B.E.: Well, I wouldn’t say that you haven’t been noticed...

Y.A.: Now, yes, that’s true... The art world has given me a lot. On
the other hand, the world of the cinema can also provide enormous
satisfaction, because there is a direct and instantaneous rapport
with the audience. They either applaud or hiss and boo you. They
bombard you with questions: some viewers are naive, others are
critical, because there isn’t an audience that consists only of those
in the know.

B.E.: Your works affect the viewer with their beauty, the crisp
imagery, the poetic rhythm of the montage and the delicate role
of the sound. In fact, we are speaking about documentary shorts -
that is, what you show are things that you encounter and film
in real life. However, in effect, here we have what I would call
a philosophical problem. As we know from theoretical debates
about photography, any document intended to be a faithful rep-
resentation of the real doesn’t exist, because every depiction is
always related to the particular viewpoint of the creator who has
made a concrete selection of the subjec t, composition, framing
and lighting. All of which means that every alleged documentis a
construction, and reality itself is nothing more than a construc-
tion. In your trilogy you use perfect lighting in combination with
a naked and often symmetrical photo image which creates the
feeling of poeticism and surrealism, leading to thoughts about
the imagery which undoubtedly has influenced you or inspired
you, for example, 2001: A Space Odyssey or Star Trek. What are
your thoughts on document and fiction?

Y.A.: I am going to answer by quoting the words of a friend of
mine who is a curator. At one point he got angry and said: “Look, stop
telling me, once and for all, that you make documentaries. When I
watch your films, I don’t understand a thing. At the end I have even
more questions than before. That's not a documentary!”

At the end of Da Vinci there is an element of fiction, when I asked

ietekméjusi, iedvesmojusi, pieméram, 2001: A Space Odyssey vai
Star Trek. Kadas ir tavas domas par dokumentalitati un fikciju?

J.A.: AtbildéSu ar mana drauga kuratora vardiem, kurs viena
bridi sadusmojas un teica: “Klausies, izbeidz vienreiz stastit, ka
taisi dokumentalas filmas. Kad skatos tavas filmas, es neko nesa-
protu. Beigas man ir vél vairak jautajumu, neka bija sakuma. Ta nav
dokumentala filma!” “Da Vin¢i” beigas ir fikcijas elements, kad
paltidzu kirurgam péc operacijas salikt ar robotu domino kaulinus.
Kirurgs man teica: “Piedod, man nav laika, man ir ndkama operacija.”
Es tomér nelikos miera un liidzu, lai vin$ velta man vienu miniti,
vins apsédas robota prieksa un lika kaulinus. Viena bridi vin$ kla-
dijas, kaut ko nevaréja izdarit, vienkarsi netika gala. ST manipulacija
bija domata tikai filmai. Es nezinu, vai kaut ko tadu més varam
saukt par fikciju. Ar1 “Prieksnieks” izskatas péc kinematografiska
uzstadijuma, tieSi kadréjuma izvéle rada nopucétu un perfektu
kopiespaidu. Sis iespaids palidz man “pacelt” attélojamos cilvékus
uz augsuy, ta teikt, radit vinus cildenakus. Galvenais ekskavatorists
bija loti labs specialists. Bet tikai péc filmas noskatiSanas vinam tapa
skaidrs, ka vina darbs $ai filma ir bijis loti nozimigs.

B.E.: Tu noteikti esi “pacélis” vina skaistuma izjitu. Tu radi
pjedestalu, uz kura izgaismojas varonis, kurs dazos aspektos
atgadina ar1 19. gadsimta 20. gadu darba varonus Padomju Sa-
vieniba, tomer tavi varoni ir ievietoti miislaiciga estétika, kas ir
kailaka, pieticigaka, nogludinataka.

J.A.: Filma “Da Vin¢i” varona ideja ir jaitama mazak. Tiklidz no-
nac operaciju zalg, tu saproti, ka kirurgijas pasaulé valda nezéliga
konkurence. Sieviete tur ir nelabveligaka situacija. Médz teikt, ka
kirurgs ir virieSu profesija.

B.F.: Bet tava filma ir ari kirurge, vienubrid redzams, ka vinai
ir perlu kaklarota.

J.A.: J3, “Da Vin¢i” kirurge ir sieviete. Kirurgu pasaulé sieviete
nav nekada ciena, jo médz teikt, ka vinai pietriikst bitiskako kirurga
Ipasibu - aukstasinibas un drosmes. Tas ir darbs, kas prasa labu iz-
teli, jo bieZi vien nakas izdomat ricibas stratégiju, improvizét atbil-
stosi mirklim. Kameér tu neesi atvéris operéjamo vietu, tu isti nezini,
kas tur patiesiba notiek, un tev sekundes laika ir jaizlemj, ka operét.
Kad satiku filmas varoni - kirurgi, es sapratu, ka vina ir...

B.E.: ... sieviete ar pautiem...

J.A.: ..ja, tieSi ta més ari sakam. Es pie sevis nodomaju: Seit ir
vajadziga sieviete.

B.F.: Man tomer $is apstaklis liekas svarigs. Citadi filmét tri-
logiju par darbu, kur varoni ir tikai viriesi, miisdienas ir pro-
blematiski, $ads darbs tiktu diezgan spécigi kritizéts...

J.A.: Nudien, tieSi tapéc, ka varone ir sieviete, vina bija ne tik
parsmalcinata, neprasija, lai parfilméju, turpretim veciem bija aug-
stas prasibas. Tad jamin |oti svariga epizode ar pérlém. Arste man
pastastija, ka neoperé bez savas pérlu virtenes. Tas patieSam ir kaut
kas unikals. Tas liek no jauna justies normalam.

B.E.: Atziméju, ka tu ipasu veribu pieskir skanai, - pat pirms
meés runajam par tavu ipaso “skanu”, neredzigo Mirko Menkaci
(Mirco Mencacci), pirms tu redzéji filmu par vina dzivi “Sar-
kans ka debesis” (Rosso come il cielo), kas tev lava saprast, cik
arkartigi butisku lomu iegiist dzirde, it ipasi tad, kad zid redze.
Skanai tavos centienos paradit neredzamo ir liela nozime, tur-
klat jaatzimé, ka audiovizualaja plaksne bieZi vien ta tiek atsta-
ta novarta un to gandriz nemaz nemana ne skatitaji, ne kritiki.
Kaut kur lasiju, ka tu uzskati Mirko par savu skolotaju, un man

the surgeon whether after the operation he would arrange some
dominos using the robot. The surgeon replied, “Sorry, I don’t have
time, I have to do the next case.” Still,  insisted and asked him to give
me a minute, and he sat down and started placing the pieces with the
help of the robot. At one point he had to make a mistake, he couldn’t
do it. I don’t know if something like that could be called fiction. I
capo also looks like a feature film set, it’s the choice of framing that
gives an impression of being a polished and perfected work. This
helps me to elevate my characters, so to say, enhance them. The main
excavator operator was very good at his job. But he realized just how
important his work was only after he had seen the film.

B.F.: Of course you elevated him through the aesthetic. You
create a pedestal that highlights the hero, and in certain aspects
this reminds me of the 1920s labour heroes in the Soviet Union;
here, however, they are translated into a modern aesthetic which
is more bare, more modest, more polished.

Y.A.: In the film Da Vinci the idea of a hero is less perceptible. As
soon as you are inside the operating theatre you understand that in
the world of chirurgy there is ruthless competition. A woman there
is at a particular disadvantage. They say that being a surgeon is a
male profession.

B.E.: But in your film the surgeon is a woman, at one point we
can see that she is wearing a pearl necklace.

Y.A.: Yes, indeed, there is a woman surgeon in Da Vinci. But in
the world of chirurgy women are not respected, it is said that they
lack in the fundamental characteristics of a surgeon: coolness and
courage. It's a job which requires a fertile imagination, because often
the surgeon has to invent a plan of action, improvise on the situation
at hand. Until you have cut open the area to be operated, you don’t
know what'’s really going on, and you to decide in a second how the
surgery is going to proceed. When I met protagonist of the film - the
woman surgeon, | understood that she is...

B.F.: ...a woman with balls...

Y.A.: Yes, that's exactly what we say. I thought to myself: we need
awoman here.

B.E.: I think, nevertheless, that this is an important consid-
eration. Otherwise, to make a film with male heroes only nowa-
days - that would be problematic. Such a work would be heavily
criticized.

Y.A.: Instead, precisely because she is a woman, she was less
self-important and when I was filming she did not want to make
me re-shoot bits, unlike the male surgeons who came with their
demands. Then there’s that extremely important episode with the
pearls. The surgeon told me that she doesn’t do operations without
her pearl necklace. That is something really unique. It takes you back
to normality.

B.F.: ] mentioned before your attention to sound, even be-
fore we spoke about your special sound technician, the blind
Mirco Mencacci, and before you saw a film about his life Rosso
come il cielo which made you understand how important hear-
ing becomes when someone loses their eyesight. In your at-
tempts to show the invisible, sound plays a hugely important
role; moreover, in audiovisuals sound is often neglected and this
is almost never noticed, neither by the audience nor the critics. I
read somewhere that you consider Mirco to be your teacher and
Iwould be interested to learn more about your relationship, and
the role of sound in your films.
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butu interesanti uzzinat ko vairak par jusu attiectbam un lomu,
ko tavas filmas spélé skana.

J.A.: Tas, ko més redzam, iet uz smadzeném. Turpretim skana
rada vibracijas un sajitas. Skana pieskir attéliem trisdimensionali-
tati, ta rada sajuitu, ka més dzivojam tiesi taja mirkli. Audiovizuals
projekts bez skanas nav iedomajams. Kad skana ir labi pardomata,
ta ir jitama, tomér paliek gandriz nemanama, jo saplist ar attélu,
klist par vienotu veselumu.

Mirko ir malacis - gluzi ka es cenSos notvert attélus, kas varé-
tu kalpot filmas véstijumam, vins to pasu dara ar skanu. Ta ka vin$
nelauj redzei sevi maldinat un vilt, reizém vin$ atklaj lietas, kas
paslid man garam.

“Da Vinci” uzstadijuma vins vienubrid man teica: “Cik savadi,
més esam nonakusi pie Joti smalkam tehnologijam, bet viss vél
aizvien darbojas péc trisa principa.” Klausidamies ierakstus, vin$
dzirdéja robota parvietosanas troksni, bet es redzéju plastmasas
apvalkuy, kas to sedz, domaju, ka tas ir kaut kas isteni futiristisks,
lidzigs rotalu robotiem no manas bérnibas. Montazas posma més
pastiprinajam So triSu skanu, jo neapzinati ta rada trausluma sajitu
un vairo skatitajos bailes.

B.F.: Mans pédéjais jautajums ir saistits ar citu svarigu sa-
darbibu - ar makslinieku konceptualistu Mauricio Katelanu un
Paolu Manfrinu (Paola Manfrin), kas bija vina partnere projekta
Permanent Food; starp citu, vina ir makslinieciska direktore un
modes marketinga darbiniece. Atklaju, ka jums trijiem ir dau-
dzi saskarsmes punkti. Ka rezisors tu uznémi videofilmu par
vinu rado$ajam attiecibam, kad Katelans gatavoja izstadi Gugen-
heima3, radot Paolu ka modes video profesionali. Katelans ir pro-
ducents filma “Platforma Méness” un “Da Vinci”, vienlaikus vin$
pats uznemas zurnalista pienakumus un interveé tevi makslas
zurnala Flash Art, Sis fakts mani ieintrigéja ari tapéc, ka sa-
skatu jusos interesantus uzvedibas modelus. Mauricio Katelans
vienmer ir loti ironisks un zaimojoss; Paola Manfrina toties ir
izbijusi TV Sova asistente un modele, kas Sodien ir marketinga
makslinieciska direktore; pavisam citadaks ir Juri Ankarani,
Ravennas videomakslinieks, kas piedava mums loti tieSu, no-
pietnu un angazétu videovéstijumu, kura nav pilnigi nekadu
divdomibu un zemtekstu. Gribétos, lai tu pastasti, ka radas $1
sadarbiba, ka tu redzi savas attiecibas ar viniem, kadas ir tavas
izdzivo$anas un aizsardzibas stratégijas...

J.A.: Agri vai vélu kadam bija jauzdod man tik ]oti grits jau-
tajums...

B.F.: Atbildét nav obligati.

J.A.: Jebkura gadijuma musu attiecibu pamata ir dzila savstar-
péja ciena. Un, ak vai, domaju, ka tas, kas miis vieno, ir dzive, kura
pilniba veltita darbam. Kad darbs tiek darits ar milzu aizrautibu,
patjajomas ir pilnigi atskirigas, tas kaut kada zina tevi sagtista.

lepazinos ar Mauricio un Paolu Toilet Paper Magazine. Tikko
biju pabeidzis “Prieksnieku”, biju aizvedis to uz Venécijas festivalu,
un Pjérpaolo Ferari (Pierpaolo Ferrari), Mauricio partneris projekta
Toilet Paper miis sapazistinaja. Joka péc uzsakam sadarbibu, kas
turpinas vél aizvien, - uztaisijam Toilet Paper video. Neticams
uznemsanas laukums, visnotal fascinéjoss, ar daudziem dalibnie-
kiem, katrs kaut ko dara, turklat nebiit ne ta, ka to daru es, kad
esmu vienatneé ar telekameru.

Jaatzist, ka tas, ko dara vini, ir pilnigi atskirigs no ta, ko daru es,
bet man patikiekliit citas pasaul€s un vérot, kas tajas notiek. Kad Mau-
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Y.A.: What we see goes straight to our brain. Sound, however,
creates vibrations and sensations. Sound gives three-dimensionality
to images, it creates a feeling of living in the moment. An audiovisual
project is unimaginable without sound. When sound is well thought
out, you hear it but you are hardly aware of it, as it fuses with the im-
age and becomes the one whole.

Mirco is very capable - just like I try to capture images that
could serve to tell the story, he does the same with sound. Since he
cannot be deceived by sight, he occasionally picks up things which
have escaped me.

On the set of Da Vinci he once said to me: “How strange, we
have sophisticated technologies, but everything still functions on
the principle of the pulley” While listening to the soundtrack, Mirco
had heard the noise made by the moving robot, meanwhile what [
saw was the plastic cover of the robot, making me think of some-
thing truly futuristic, or similar to my toy robots from childhood. So
during editing we amplified this sound of the pulleys, because sub-
consciously it arouses a feeling of fragility and increases fear in the
viewers.

B.E.: My last question is related to another important col-
laboration: with conceptual artist Maurizio Cattelan and Paola
Manfrin, who was his partner in the project Permanent Food,
and also an art director and fashion marketing specialist. I dis-
covered that there are many common points of intersection be-
tween the three of you. As a director you shot a film about their
creative partnership when Cattelan was preparing an exhibition
at the Guggenheim, and for Paola as a fashion video profession-
al. Cattelan is the producer of your films Platform Moon and Da
Vinci, and at the same time, assuming the role of journalist, per-
sonally interviewed you for the art magazine Flash Art. This fact
intrigued me also because I see very diverse models of behav-
iour with you three. Maurizio Cattelan is always ironic and sac-
rilegious. Paola Manfrin, on the other hand, is a former TV show
assistant and model, now a marketing art director. And then we
have Yuri Ancarani, a video artist from Ravenna, with his very
direct, serious and committed message, without any hidden
meanings or subtexts. I would like to hear from you how this
collaboration started, and how you see your relationship with
them, and what your survival and protection strategies are.

Y.A.: Sooner or later someone had to ask me such a difficult
question...

B.F.: You don’t have to answer...

Y.A.: Certainly, our relationship is based on profound mutual
respect. And, oh dear, I think what we have in common is a life that
is completely dedicated to work. When you do something with such
enormous enthusiasm, even if the fields of work are different, in
some way you get captured by it.

[ got to know Maurizio and Paola on the set of the Toilet Paper
magazine. [ had just finished shooting Il Capo, and taken the finished
movie to the Venice Film Festival, and Pierpaolo Ferrari, Maurizio’s
partner in the Toilet Paper project, introduced us. Just for fun we be-
gan collaboration, which is still ongoing, and created the Toilet Paper
video. An incredible shooting location, very fascinating, with a heap
of people working there, and working quite differently to the way I
do when I work alone with my video camera.

[ have to admit that what they are doing is completely different
to what I do, but I like to enter other worlds and to observe. When

ricio un Pjérpaolo keras pie lietas, tad ta ir operas cieniga izrade. Iz-
skatas, ka vini kartigi izklaidéjas, un pie viena vini ir neticami razigi.
Man savukart ir zema raziba - viena filma gada -, un es ciesu péc
suna. Skatities, ka vini strada, man tiesam nak par labu!

Kad tika taisits augsa tresais Toilet Paper Magazine, Mauricio
man pavaicaja, cik talu esmu ticis ar jauno filmu “Platforma Méness”.
Izskaidroju vinam, cik griiti man dabit lidzeklus un, it Ipasi, ka man
neizdodas dabiit atlauju ieklut hiperbariskaja kamera, lai filmétu.
Vini ne]ava man filmét jiiras vidi zem spiediena. Alternativa biitu
bijusi izmantot pusprofesionalu operatoru, kas bitu safilméjis ma-
terialu mana vieta. Tad Katelans pacéla galvu, paskatijas uz mani un
teica: “Ja tev izdosies tikt iek$a un safilmét ar savu aci, tad es btasu
tavs producents, citadi nav nekadas jégas neko darit.” Man no ta
burtiski palika slikti. Tai bridi spé&ju tikai pievérsties atlauju meklé-
Sanai, lai tada cela tiktu ieksa hiperbariskaja kamera. Ja man iz-
dotos to dabiit, tad man vairs nebiitu naudas gratibu. Kadu bridi
vélak atskartu, ka istakais atbalsts, ko vin$ man sniedza, nav bijis
tikai finansials, bet gan citas dabas, - Mauricio man bija palidzéjis
saprast, ka tikai es pats varu filmét savu kino.

Kadu dienu Paola atnaca pie mums uz Toilet Paper uznemsanas
laukumu - supersnobiska, arkartigi eleganta, vina teica nevis tik-
simies “pusdienas”, bet gan “édienreizé”. Paola ir neklidiga, kad
rund, vina vienmer trapa naglai uz galvas. Vina pieder citai pasaulei,
reklamas un modes pasaulei, bet strada ar tikpat lielu aizgrabtibu
ka es, kurs$ daru savu darbu...

Paolas pasaule ir pasaule, kur apgrozas nauda, kaut kas tads, ka
man nekad nav bijis un varbiit nekad ar1 nebiis, bet kas tomér man
noder, lai finansétu savus projektus.

Es stradaju bez kompromisiem, no makslas video gatavoju loti
nedaudzas kopijas, no kuram pirmas pardodu, lai finansétu filmas.
Es no sava darba nepartieku. Man nakas darit citas lietas. Italija
meés, makslinieki, visi stradajam divos darbos. Més esam makslinieki
un profesionali. Sakuma tas man nepatika, bet tagad es saprotu,
ka tas man ir palidzé&jis dabit gatavus manus projektus, ka ari gt
pieredzi. Profesionala darbu ka tadu atzist ari manu filmu personazi
un mana gimene. Es naku no gimenes, kura visi bija laukstradnieki.
Mana mamma bija vieniga, kas bija izstudéjusi un kluvusi par med-
masu. Es apzinos pilnigi visu, ko daru un kur stradaju. Dzive mani
aiznes dzivot pasaulés, kas loti atSkiras no tam, kadas dzivojusi mani
tuvinieki, un es laujos tam, tas ir sirrealas, tadas, kadas es nekad
nebiitu varéjis pat iedomaties.

B.F.: Domaju, ka butu jauki, ja makslinieki palidzétu cits ci-
tam, bet (diemzel) ir normali, ka maksliniekiem jastrada citi
darbi, lai nopelnitu iztiku. Katra zina ar savu jautajumu es ne-
gribéju ienemt nekadu moralizéjosu poziciju...

J.A.: NE, né, bet $adu jautdjumu man uzdod pirmoreiz, un man
uz to bija jaatbild.

B.E.: Paldies, un turésim ikski par taviem nakamajiem pro-
jektiem!

No itdu valodas tulkojis Dens Dimins

Maurizio and Pierpaolo are in action, it’s a show worthy of opera.
It looks like they are enjoying themselves enormously, and besides,
they are extremely productive. Conversely, [ am very unproductive
- one film a year - and suffering like a dog. Watching them work is
really good for me!

When we were making the third issue of Toilet Paper, Maurizio
asked me how far I'd got with my new film Platform Moon. I ex-
plained to him how hard it was to get funding, and above all that I
had difficulties in getting a permit to film in a hyperbaric chamber.
They wouldn’t allow me to shoot in the middle in the sea and under
great pressure. The alternative would have been to use a profession-
al camera operator who would have filmed the material for me. Then
Cattelan raised his head, looked at me and said: “If you manage to
getinside and film the material yourself, I will be your producer, oth-
erwise it doesn’t make sense to do anything.” I felt really sick. From
that moment onwards I concentrated solely on getting the permit to
film inside a hyperbaric chamber. If I succeeded, at least I wouldn’t
have a problem with the money. It was only later that [ realized that
Maurizio wasn’t just giving me financial support, he also made me
understand the value of my work: that I am the only one who can
shoot for my films.

One day Paola came to see us on the location of Toilet Paper -
super snob, extremely elegant. She didn’t say “see you at lunch”, but
rather “see you at the meal”. Paola is infallible, when she says some-
thing, she always hits the nail straight on the head. She belongs to
another world, that of advertising and fashion, but she works with
the same passion as I do in my work...

The world of Paola is a world where money changes hands.
That's something I've never had and probably never will have, but I
can, however, make use of it to finance my projects.

[ work without compromises. [ make only a few copies of my art
videos, of which I sell only the first few to finance my films. I don’t
make a living from my work. [ have to do other things as well. In
[taly, we artists all of us have to work in two jobs. We are artists and
professionals. In the beginning I didn’t like it, but now I realize that it
has helped me produce my projects and also to gain experience. My
work as a professional is recognized as such both by the characters
in my films and by my family. I come from a family of agricultural la-
bourers. My mother was the only one who had studied and become a
nurse. | am aware of absolutely everything I do, and where I am. Life
takes me to live in worlds which are very different from the world of
my nearest and dearest, and I let myself go there, they are surreal,
like [ would have never imagined.

B.F.: I think it would be great if artists helped each other, but
it is (unfortunately) normal that an artist has to take other jobs
to make aliving. In any case, I didn’t mean to be judgmental with
my question...

Y.A: No, no, but it was the first time someone had asked me a
question like that, and I had to answer it.

B.F.: Thank you, and good luck for the success of your future
projects!

Translator into English: Vita Limanovica
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