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- FAUX RACCORD #7

Uccellacci e Uccelllnl (Hawks ‘and Sparrows) S | . Pasolini .
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--You changﬂd style with Uccellacei e Uccelllnl, toc 1n1tially,'1t'was supposed to be what
you called an 1deo~com1c film, but it didn't exactly cemelout 1ike that

Well, T don't know, perhaps it came out too much like thatﬁ too 'ideo' and not comlc"
enough (anyway that was a formula I just: invented for fun, it"s not a serious category)
As for the change of style, 1 think I have a basic style whlch T will always hawve: . there is
a basic cantlnulty from Accattone onwards through The Gospel which 1s obviously part of my
psychology and my’ patholegy3'wnich as you know is unchangeable (even Theorem, which I was o
going to shoot in a completely different way, has come out with—ﬂnalog@us features,to the
others) In Uccellacei e Uccellini I, think the new element was that I tried to make 1t more
C1nemam~there are almost no references tg the flguratlve arts| ‘and many more EXp11c1t ref-
erences to other films.' Uccellacci e Uccelllnl is the product of a cinematographic rather
than a figurative c¢ulture, unlike Accattone. - It is ‘about the end of neo-realism, particu~
larly the beginning about two characters living. out thelr 1life without thinking iabout. Lt*~fl'r
i.e. two typical Heroes "of neo~realism, humple, humdrum.and unaware.  All the first part .
is an evocation of neawreallsm, though: naturally an 1dealized neo*reallsm. - Thererare, othér
bits like, the clawns episode which: are dellberately 1ntended to evoke Fellini and R@ssellnl;'
Some crltlcs accused me of‘being Fellinign in that eplsode but they:didnot understand that;:
it was a quotatlon from Fellini; ini fact. mmmedlately afterwards the ¢crow talks to the tuo~~

of them and says 'The age of Brechtf&nd;RsteLllnl 15 flnlshed The whcle.epmscde was a
long quotatlon._: CT R e g e S o
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~~You don t think the critics got confused between what you were saying land what the crow
was saying? e S T
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I don't thidk so. because the crow is extremely autqbiégféphféal:fthere:ié=almost total
identity between me and the crow. T A ' TN n
~--~How dld you fix the’ crow? - “;;w~: f AT i | | EEEERE | |

That crow was a ‘réally 'wild mad beast and 1t neariy drove all the rest of us mad as well
In fact, one of the comic sketches I thought of dGln? was éne where Toto and Ninetto would
be the owners 6f a crow like this, because 1t'vas an enorwous struggle, the: toughest flpht
of my life. Generally a director's madin worry in, Italy i{s''the’ sun, because the weather in.
Rome 18 very unrellable. - But after thE'ueather my blggest'warry was this crow. The bits?.
there are with it in the film:'I managed ;to gct together enly by shootlng again and again ;;L
and then Drganlzlng ‘the montage very ca,refqlly9 but it was a terrible 'ordeal. ‘Then the
CTOW dled which upset ilinetto'a great. deal,lsg when he'went to 'Indidand 'saw all  the crcﬁs'yl
there he" felt he was among friends again because a kind of cmefta had *béen astabllshed be- "
tween him and the crows. y ] - - SEIS - -

-—How about Toto? You took a chance u51ng him, becauge he Uas already a>famous comic actcr
in Italy,.but very much'a typed actor. Do you, thlnk Ee was too much assnciated with a cer-
tain charactér in the Italian mind--though to an nut81der he waS*fine7 fl | =
I ¢hose Toto for what he was--an actor, a recognlzéble type whom the public ‘already. knew; '
I didn't want hilm to be anything but what he was. Poor Toto “he used to ask me: very: gently
almost like & child, if he could make a more serious fllm, and I used to::have -to. say 'No, ns
I just want you to be yourself. The real Toto was in fact maniptulated; he wasn't a. straight-
forward 1ngenuous ‘character like Tranco Citti in Accattone. Toto was an actor whe had been
manipulated by himselfand by other people. 1nt0 a type but I used him_prec1sely as that,
as someone who'was a type.  He :was a strange mlxture Qf ¢redulousness and popular 1 ﬂeapolltan
authenticity on the one hand :and:.af. a clgwn. en the:otﬁer-ﬂi e. recognizable and neo-realist

and also slightly absurd: and surreal.. - That 13'why I chose hlm and that is what he was,
even 1n the ‘worst films:he evEr;madE* -

--How did you find Ninetto Davoli? . ‘ NIR
I met him by chance when I was making La RlCDtta*“ﬁéL@éS there with a whole: lot of other . b
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X U & 7 contd.
Toto is not a petit bourgeois. Ilis real personality came through and so there was some-
thing wrong about the whole episode,; although superficially it may have looked all righr.
Toto just was not a petfit bourgeois who would go round and teach good manners to other
neople. . L a, T
--I found this is a very difficult film indeed, not comic at all, though ideological & sad.

That's a personal impression. I agree it is not very funny, it makes you think more than
laugh. But when it was put on in !'ontreal and Yew York the audiences lauphed a lot, to my
great astonishment, unlike in Italy, where they were a bit disappointed, mainly because
they went to see Toto and have their usual laugh, which they eradually realized they weren't
going to be able to do. Your reaction may be a bit subjective, théugh I agree it is not
a funny film. S
--Do you ever have a sneak preview? . . o

They do exist, but I’ve}ngxar”héd”bne. They sometimes do it for commercial films--~they
put them on in touns whith are supposed to represent the lowest common denominator of po-
tent}glwaudiéﬁtes. The only time I ever see one of my films with an audience is at a fes-

dr T -

-tival--Oedipus, for example, I saw complete for the first time at Venice. 1I've never dared

to go in and watch one of my films in a normal showing in a public cinema.

--1°d like to go back to what you said before about neo-realism. There are two problems.
One is about Ressellini: the films he made under fascism are stylistically the same as

those he made during the so-called neo-realist period and the same as his later movies,
right up to La Prise de Pouvoir par Louils XIV, which is neo~-realist in the sense that Fran-
cesco is. Tor me lossellini is a great--and homogeneous—--director. The other problem is
the whole categoriaation of a period as'neo-realist', lumping together two people like Fel-
lini and Rossellini whom I simply can't consider on the same level, and that would go for
almost cverybody I know in England. I can see that U & U is about aspects of Italian cine-
ma, but I would like to understand more precisely your attitude to Rossellini & neo-realism.

The stylistic history of Rossellini is the stylistic history of Rossellini, and as I have
sald before there is a certain fatality in a person's style. Rossellini has a consistent
stylistic history, but it is not co-extensive with the history of neo-rcalism: part of his
history coincides with part of neco-realism. The part of Rossellini that concides with neo~
realism has some features in common with Fellini:a certain way of seeiny things and people,
the way they are shot and the montage are different from the classical cinema which preceded
both Fellini and Rossellini. Obviously Fellini and Nossellini are 2 absolutely different
personalities, but the period each of them has in common with neo~realism gives them some-
thing in common with cach other. The bit of U & U you've just mentioned which evokes nco-
realism, evokes something typical of both part of Rossellini and part of Fellini: thc ac-
robats, the kind of woman--all that is fairly TFellinian, but it is also Rossellinian. Also
they both share what I call 'creatural realism', wvhich is a feature of neo-realisnm typical
of a film like Francesco, Ciullare di Dio: a humble person viewed in a somevhat comic way,
piety mixed with irony. I think they both have that. But on the whole I agree with you,
they are 2 directors who have nothing to do with each other, but they both chronologically
share a common cultural period which coincides with neo-realism.

--50 when the crow says 'The age of Brecht and Rossellini is finished' he didn’t mean Ros-
sellini is finished, just neo-realism.

Yes, Rossellini was the master or neo-rcalism and neo-realism is firished. I meant that
the age of social denunciation and great ideological drama of the Brecht kind on the one
hand and the day-to—~day denunciation of the neo-realist kind on the other are both finished.
-~One of the Italian critics defined your film as the first realist film in Italy. I think
U & U is a realist film, but in very ruch the same way as Francesco could be called real-
ist--in fact all the part of U & U with the monks draws heavily on Rossellini's film.

I love Nossellini, and I love him above all for Francesco, which is his finest film.
Realism is such an ambipuous and loaded word that it is hard to agree on its meaning. 1T
consider my own films realist compared with neo-realist films. In neo-realist films day-
to-day reality is seen from a crepuscular, intimistic, rredulous and above all naturalistic
point of view. INot naturalistic in the classic sense--cruel, violent and poetic as in
Verga, or total as in Zola; in neo-realism things are described with a certain detachment,
with human warmth mixed with irony--characteristics which I do not have. Compared with
neo-realism, I think I have introduced a certain realism, but it would be rather hard to
define it exactly.
=You daid that 'idcological irony' would be useful for analysing U & U: was this more to
do with the condition of the Italian cinema or with the condition of ideology & politics?

Both. 1In England or I'rance or America people do not remember the industrial revolution
and the transition to prosperity. In Italy this transition has just taken place. What
took a century in England has virtually happened in 20 years here. This explosion pro-
daced an ideological crisis wnich particularly threatened the position of marxism, and co-

inciding with this there was a big cultural chanpge here as well. That is what I was refer-
ring to
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