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GODARD - Your three previous films, L‘'Avventura, La,Nptte, L'Eclisse, gave us
the impression of being in a straight line, going ahead, searching; and now, you
arrived in a new area, which is called, perhaps, the red desert, which is
perhaps a desert for this woman but which, for you, is, on the contrary, a film
about the entire world, and not only about some fuller ahd more complete world
or other: it is a film about the entire world, and not about today’s world.

ANTONIde - It is very difficult for me to talk about this film now. It's too
recent. I am still too tied up with the “intentions” that pushed me to make it.
I have neither thé‘ldcidity nor the detachment necessary in order to be able teo
judge it. I believe I can bay, however, that this time ;t's not a questiop of a
film about sentimentg. The results (wheéther they bé good or bad, bedutiful or
ugly) obtained in my previous films are heré out-datéd, null and void. This is
another mattef altoggther, Before, it was the relationship of one ch%ragter to
another that interested me. Here; the central charqcter‘ib confronted with &
social milieu as well, and this means I must treat my story in a completely

differeint way. It simplifies things too much (as many have done} to say that I
accuse this inhuman, industrialized world in which the individual is crushéd and
led tg 4eurosi$. My intentiomn, pn'the contrary (moreover, we may know very well
where we start but not at all where we'll énd up), was to translate the bsauty
of this world, in which even the factorié¢s can be very beautiful.. The iine, the
curves of the factories and their smoke-stacks, are perhdps more beautiful than
a row of trées - which every eye has already seen to thg point of wonotony. It’s
a rich world - living, useful. hs for me, I hold that the gort of neurosis seen
in Red Desert is above all a question of adaptation. There are people who adapt
themselves, and etheérs who Haven't yet doné this, for they are too tied to
structures, or life-rhythms, that are now out of ddte, This is the case with
Giuliana. The violence of the variation, the wedge:betWeen her seﬁsiﬁivity, )
intelligence an& psychology and the cadence that iz impoped on her, provoke the
character’s breakdown. It is a breakdown concerning not only her epidermic
contacts with the wqrid, but also her perpepﬁiph of the noises, cdlors, cold
persgnalities surrdunding her, but; also her system of value {(education.
Morality, faith}, which are no longer valuable and no longer sugtain her. She

finds her%élf, thus, in the position of needing to reﬁev herself!completely, as

a woman. This is what the doctérd advise and this is what she strives to do,

qODARD ~ What ig the explqnatibn for the insert of the episode of the story she
tells the little hoy? '

ANTONTONI - Theré is a woman and a sick child. The mother must tell ghe child a
story, but he has already heard all the ones she kriows. She must therefore
invent one. Giulianals psychology being given, it geems natural to me that this
story becdme, for her - uncomsciously - an evasion of the reality sdrrounding
her, towards a world where the colors belong to nature: the blue gea, the pink
sand. The rocks themselves take on human form, embrace her and sing sweetly.

Do you remember the scene in tHe room, with Corrado? She says, leaning against
the wall, “Do you know what I like?,. Everyone who ever loved me.. tg have them
here, around me, like a wal}." She needs them, in fact, to help her live,
becauge she is afraid she won’t be able to arrive at it alome.




GODARD -~ The modern world is therefore only the revealer of an older and more
profound neéurosis?

ANrONlowi - The milieu in which Giuliana 11ves accelerates the personality’s
breakdown, but, naturglly, the perscnality must carry w1th}n itself a favorable
terrain for this breakdown It isn’t easy to determine the cauBes and origine of
neuros;s, it is manifested ih such different foxms, at times going as far as
schlzophrenla, whose symptoms often resemble neurorlc symptoms But it is by
means of a like exasperation that one arrives at encompassxng a gituation: I
have been reproached for having chogeni a pathologlcal cagé. But, if I had chosen
a normally adapted woman, there whuld no longer be a drama; the drama coneerns
those who do not adapt.

GODARD - Aren’t there already traces of thig character in the one in L’'Eclis$e?

ANTONIONI - The character of Vittdria in L’ Eclissé is the opposite of thati of
Glu]lana. In L~ Eclisse, Vittoria is a calm and we]l balanced girl, who thlnks
about what she doeg. Theére isn't a singlé neurotic element in hex. The crisig in
L Eclisge, is & crisis oE the Sentiménts. In Red Desert, the sentiménts are a
ready made fack, Moxeover, the relatlonshlp between Giuliana anpd her husband ig
pormal. If you were to ask hex, “Do you love your husband?" she would angwer
?es Until her attempt at suicide, the crl 3ig is upderground, it id not v1Q1ble
I want to underline the fact that it isn't the m:lleu that gived birth to the
breakdown it only makes it show. One may thihk that out51de of thik milien,
there is no breakdown. But thar is not true. Ou1 Jlfe, evern if we don’f take
account of it, is dominatkd by “industry”. And 1uduétry shouldn t be understood
to mean factories only, but also and above all products. These products are
everywhere, they enter our hoﬁes, made ¢f plastic apd other materlals inknown
barely a few years ago, they overtake us wherever we may be. With the help of
publlrlty, which considers our psychology and our sqbconscmous more and morg
carefully, they obsess us. I can say this: by situating the stoxy of Red Degert
in the world of factories, I have gone back to the source of that sort of crisis
which, like a torrential river, sWelled a Lhousand trlbutarleq, leldes in'a
thousand arms in order, fibhally, to submerge everythlng and spread everywhere.

GODARD - But isn‘t this beauty of the modern world also the regoluticn of the
characters’ psychologlcal difficulties, doegn‘t it show vanity°

ANTONIONI -~ One must dot undPrestzmate the drama cf man thqs condltlohed
Wlthout drama, there are perhaps no longer men. FurthermOLQ, I do not bell&V@
that the boauty of the mode%n world in itself can resglve our dramas. I
bel:eve, on the contrary, that once adapted to ﬁew life- t&dhnlques we W1{1
perhaps find new Bolutions to our probiems.

But why have me speak of ‘these things? I am not a philosophetr and all these
observatlons have nothan to do with the ‘1nvent10n" of the film.

GODARD - Was the prebence of the robot in tﬁe little boy's room benevolent or
malevolent?

ANTONIONI - In my opinion, benevolent. Because the child by playing with this
genro of toy, will adapt very well to the life waiting for him. But here we ¢ome
pack’' to what we were just talklng about. The toys are produced by industry which
in this way gven influences the education of childred.

I am st:ll stupefied by a conversation I had w1th cybernetics professor from the
univergity of Milan, Silvib Cecgato, considered by the Americans to be another
Eingtein. A formldable type, who has ihvented a machine that can drive a car,

make a report from an aesthetic point of view - or ethical oy jouktnalistig, eta.
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And it‘s not a matter of television: it's an electronic brain. This wan, who,
moreQver; proved to be extraordinarily lucid, never spoke one technical word in
the course of a conversation I didn‘t undersaand Well; I went crazy‘ At the end
of each minute, I no longer understood anythlng of what he had just said to me.
He forced himself teo use my language, but he was if angther world. With him was
a young girl, 24 or 25 vears oid, pretty, of petit bou19901s orlgln - his
secretary. Now she understood it perfectly. In Italy, thése are generally very
young a simpie girls, who have only a modest diploma. Who work at programming
electronlc brains: for them, it’'s very szmple and very easy to program an
electronic brain - while it isn’t easy at all for me:
Another sgvant, Robert M. 5tewart, came to see me, BiX wmonths ago, In Rome., He
haq anented a chem:cal brain and presentcd himself as a cyberngtics congress in
Naples td give an account of his discovery, which is one of the most
extraordlnary discoveries in the world. It's a very'gmall box, mounted on tubes
it's a matter of cells, into whose compdsitions gold enters, mixed wlth other
substances . The cells a re alive in g liquid chemical and they live an
autonomous 111&, they have reactions: if you come 1lnto the roowm, the cpll takes
on a certain form, and if I come in, it takes on anothel form, etc. In this
little box there are only a few million cells, but starting from that, one cah
arrive at remaking the human braim. This Savant feeds them, puts tHem to sleep.
he talked Lo me aboar all that, Wthh was Very cléar but so unbélieévable that at
a certaln p01nt I was no longer follow1ng him. By contrast, when he gets a
lictle oldcr, the llttle boy who plays with robot from earliest chlldhood will
understdnd very well; he will have no troublp at all 1n 901ng, if he wants to,
out to space 1n a rocket.
I look at all that with a great deal of envy, and wbuld 1LRL to be already in
thls new world. Unfortunate]y, we aren‘t there yet; it'g a4 drama that will last
several gen@matlons - mine, yours, and the g@n&xat¢on oL those born right after
WW IZ. I think that, in the years to come, there are goLng to be very viclent
transformations, both is the world and in the 1nd1v1dual s interior. Today's
crisis comes fron thls spiritual confusion, from this confusion of conscience,
of faith and of politics, there are go many symptoms of the transformations to
comg. Then I said to myself, “What does one say, today, in the cinema?” and I
wanted to tel] a dtory based on these mptivations I was talking about before.

GODARD - waever, the herces of this film are integrated with this mentallty,
thesg are engineers, they're part of this world.

ANTONIONI ~ Mot all of them. The character played by Rlchard Harris is almost a
romgntlc, who thlnks dhout fleelng to Patagonla and has o idea at all, about
what he must do. He is taking £light and believes hé is ?esolv1ng, in this way .,
the problems of his life. But this problem in 1n51da, not outside, of him. All
the more truge that it is éencugh for him to meet & Woman in order to proveoke a
crisis, and he nd longer knows whether he will leéave or not; the whole thing
turis him airpund. I would 11ke to p01nt out & moment in the £ilm which ig an
accusation of the old world: when at the breaking point, ths woman needs
someone to help her, 'she finds a man who profits from her dnd from that crisgis.
She finds herself face-to-face with old things, and it is the old thlngs that
shake her and sweep her off her feget. If she had met someone like her bushand,
he would have acted differently; he would have , first of all, tried to take
care of her, thgn after that, perhaps... When there, it’q her won wotrld that
betrays her,

GODARD ~ At the end of the film is she going to become like her husband?

ANTQNIONf - I believe that, following the efforts she makes to find a link with
reality, she ends by finding a compromise. Neurctics have crisis, but alsc
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moments of lucidity which may last all their lives. Perhaps she finds a
compromise, biit the neurcsibs stays with her. I believe I have given the idea of
this gontinuity of illness by means of the slightly spft image: she is in a
static phaSP What is she goind to become? Another film would have to be able to

know that.

GODARD - Do you think that this new world’s heightened consciousness may have
repercussxons on aesthetics, on the conception of the artlstﬂ

ANTOMIONI - Yes, I believe so. That changeg the way of seeing; of thxnklng
everythlng changes. Pop Art demonstrated that somethnng elge is sought. One must
not underestimate Pop Art. It is an “ironic” movement, and this tconscious irony
is very 1mportant. The Pop Art painters know wery Wwell that they are making
thxngb whose desthetic vdlue is not yet ripe - exaept for Rauschenberg, who is
more 'of a palnLLr than the others.. even though Oldenbuxg s “goft typewriter” is
véry fine.. I like it very much. It believes it i& gdod that all that ig coming
opt. That c¢an only adtelerate the transformatlon process in qdestlon

GODARD - Hut doe$ the savant have the conscience we do? Does he reason as we do,
in respect to the world?

ANTONIONI ~ I asked that of Stewart, the inventor of the chemical brain. He
angwered that his verﬁ‘spe01ailzed work, wmthoyt a doubt, had reverberatlonw in
his private 1ife; even mncludlng his rejatlonshlp with His famlly

GODARD ~ And must the sentiljents be preserved?

ANTONIONI - What a question! Do you think it is easy to angwer that? ALl I can
say about sentlments is that they must change. “Mugt” an t what I mean- to say.
They are changlng They have already changed. :

GODARD - In the science-fiction novels, there are never artists, poets..

ANTONIONI - Yes, it’s curious. Perhsaps they think that one can do without art.
Perhaps we dre the last to produre things so apparénﬁly gratuitous as are works
of art. .

QODARD - Does Ré‘ Desgig algo help you to settle personal problems?

TONIONI - While making a flim, we live, and nevertheiess, we are always
settllng personal problems. Problems which concern our work, but also our
prmvate life. If the things we talk about are not those we were talking about
rlght after the war, it is becsuse the world arouhd ug, in det changpd and,
also, we ourgeives have chahqed Cur requ1rements have changad our purposes,
out themes
Right dfter Lhe war, there were numerous thlngs to be said; it was interesting
to show s001a1 reality, the soc1a1 condition of the individual. Today, all tHat
has already been said and done The new themes we can treat of today are those
about which we were just speakxhg I don't know yet how we can approach theém,
presént them. I have tried to develop one of theseé themes in Red Desert dnd I
don‘t thihk I exhausted it. It is only the beglnnlng of a serles of problems and
aspects of our modern society and of the way of llfe that is ours. Morepver, you
too, Godard, you make very modern f£ilm, your way of treating subjects reveals an
intenge need to break from the past.




GODARD - When yod begin or end certain seguences witp quagi-abstract forms of
objects or details, do you do it in & pictorial spirit?

ANTONIONI -~ T feel the need to express reality in terms that are not completely
réaiistib. Th@ abstract white line that enters the picture at the beginning of
the ?eQuen¢é of the little gray street interests me much more that the car that
arrives: it‘s a way of approaching the character in terms of things rather than
by means of her life. Her life, basically, interests me only relgtively. It ig a
character that participates in the story as a function of her femininity, her
feminine aspect and character are the essential things for me. It is exactly for
that reason that I had the role played & bit statically.

QODARD ~ Thus, there is alsop on thig point a break with your previous films.

ANTONIONI - Yes, it is a less realistic film, from a figurative point of view.
That ig to say, it is realistic in a different way. For example, I used the
telescopic ieps a great deal in order not to have deep-focus, which is for good
reason an indispensable elegment of realism. What interests me now ig to place
the character in contact with things, for it ig things, objects apd ma@erials
that have weight today. I do not tonsider Reéd Desert a result: it is a research.
I want to tell different stories with different means, gverything that’s been
done, everything T've done until now no longer interests me, it bores e,
Perhaps you, tpo, feel the same thing?

GODARD -~ Was filming in color an iniportant change?
i

ANTONIONI -~ Very important. I had to change my techhique because of it, but not
only bécause of it. I already had a need to change wy réchnique, for the reascns
we’ve spoken about. My requirements weré no longer thée same. The fat of using
colqr accelerated this changeé. With coloxr, you doh’t use the samé lenses. Also,
I percéived that certain cahera novement s diﬁn't always jell with it: a rapid
panoramic sweep is efficacious on brilliant red, but it does nothing for a gour
green, unless you are lookihg for a new contrast. I believe there is a
relatibnship between camers movement and color. A single f£ilm is not sufficient
for studying the problem in depth, but it’'s a problem that wust be examined, I
made for this reggdn, some 16mm tests. They were very interesting, but I was
unable to achieve; in the film itself, certain efﬁgct I had found py this meahs.
Up to this Ppint' I‘ve beeh in too much of a corner. '

You know that a psycho-physiology of color exists; studies, experiments have
been done on this bubject. The interior ¢f the factory seen in the film wasg
painted red; ;WO weeks later .the.workers were -fighting amongst one another. It
was re-painteéd pale green and everyone was peaceful. The workers eyes must have

a rest.
GODARD ~ How did you choose the colors for the store?

ANTONIONI - It was ngcessary to choose between warm colorg and caol colors.

Giuliand wants cool colors for her store. These are colors that dre discordant
with the objects displayed. If you paint a wall orange, this color will kill any
object nearby, wiile sky-blue or pale green will set the objects off without
overwhelming them. I wanted this contrast between warm colors and cool coloks:

there is an ordnge, a yellow, a maroon celling, and my bharactEr discovers that,
for her, they don't go well together.

GODARD ~ The film’'s title was Celeste e Vefdg {HEaveniy‘Blue and Green) .
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ANTONIONI - I abandoned it, because it didn't seem to be a virile enough title,
it was too directly linked to the color. Moreover, I had never thought about
coler in itself. The fllm was born in colors, but I always thought, first of
all, of the thing to be said - this is natural - and thus aided the expression
by means of the color, 1 never thought: I'm go¢ng ﬁo put a blue next td a
maroon. I dyed the grass around thé shed on the edge of the marsh in order to
réinforce the sense of dedolation, of death. The ldndscape had to be rendered
truthfully: whén trees are dead, they have that color.

QOQARﬁ - The drama is thus no longer psychological, but plastic.
ANTQNIOWI - It's tHe sdme thing,

GODARD - Thug, all those shots of objects during the conversation about
Patagon1a°.

ANTONIONI - It’s a sort of “distraction” on the character’s part. He is tired of
ligtening to all theseé conversations. He is thinking of Giuliana.

GODARD - The dialogue is simpler, more functional thah that of your previous
films; isn’t their traditional role of “commentary” taker by the color?

ANTONIONI - Yes, I believe that is true. Let us say that, here, the dialogue ls
reduced to an 1ndlspensab1e minimum and that, in thig sende, it is linked to the
color. For example, I wouid never have done the scene in the shack where they
talk about drugs, aphrodisiacs, without usxn@ red. I would neyer have done it 1n
black and white. The red puts the spectator in a state of mind that pernits hlm
to accegt this dxalogue. The color is correct far Lhe chardcters (who are
Justlfled by i) and ‘also for the gpectator.

GODARD -~ Do you fell yourself to beé closer to the regsearches of palinters than to
those of pnovelists? -

PNTONIONI - I don't feel tog distant from the researches of the New Novel, but
Lhey help me less than the others: painting ‘and sc1ent1flc research irterest me
more. I den’'t believe they influence me directly. There is, in this £i1m, no
plctorld} resedrch at allg we are from palntlng It seems to me. hnd, naturally,
tha reguireménts. of palntmng have nothlng to do wlth narratlvw content where one
is found in the cinema: this is where the novel’'s ;ﬂ search join those of
paxntlng.

GODARD - Dbid you re-work the color in the laboratory, as iz permitted with
Technicolor7

ANTONIONI - I placed no confidence at all in the lahoratory, during the
éhootlng That is to say, I trled, dur:ng the shooting, to put the colors I
wanted on thé things themselves, oh the landsoapes. I painted &1rect1y, instead
of trafficklng with color in the laboratory. After that, what I demdnded from
thL Eaboratory was a faithfyl reproduction of the effects I had cbtained. It
wasn’t 2agy, for Technicvolor, as you know, requires numerous operations
1nvolv1ng the master print: the job was very long and delicate.

GODARD - You verified thihgs during the sghooting, as you went along.

ANTONIGNI - Exactly. I beliéeve one mustn‘t p]ace too much trust in the work that
can be done in the laboratory. It’'s npot theis fault. Itrs just that technlcally,
color is still a long way behind.
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GdDAgD - In your opinion, does Giuliana see the color 4s you show 1t?

ANTONIONI - You krow, there are neurotics who see color differently. Dottors
have done experlments on this subject with mescaline for example, in arder to
try to know what they see. At a cerLaJn pint, had the intention of having some
effects’ of this nature. But now there is no longer anytthg of thisg but one
51ngle moment when you see staing on & wall. I %%qo tpought of modlfylng the
color of ?ertain objects, and theri the fact of using ail those stricks” very
quxck]y seemed to me to become artificial; it was an aruiflclal way of say;nq
thxngb whlch could he said in a much more 31mple way. Well, I eliminated these
effects. But we may think that she sees color d;ffelently

It’'s amuelng at this moment, I am gpeaking with Godald one of the nest modern
talented cinéastes of today, and just a whlle ago, I Eunched with René Clalr,
one of the greaaest directors of the past. it wasn't at all the éame genre of
converbatlon he is preogcupied with the futlre of the cinema. WE, on the
contkarY‘(you agree, I believe), have confidence in the future of the cinema.

GODARD - And what are you goirng to do now?

ANTONIONI - I am going to do a sketch with Soraya.. This, sketch interests me
pecause I am going to pursue my researches with color push ahead the
experiments I did with Red Desert. After that, T/ going to sake & fllm that
interests me more. If I find a producer who will let me do it..




