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tricked them into Part One by inviting them all on a holiday.
But tn Part Two they were tully on board and came to it with
a sense of love, duty, and also of commitment. FW. Love, duty

and commitment is. very present in the scene when everyone

watks down the. corridor of tht, hotel: acting their roles in the
ﬁlm/apdaeahlp/fam:ly and in real life. ML Go;m;g back to the

five, 1 was just thmkmg about: aﬂmﬂthmg Tuomas, here, has

bem talking about. Hot work—work like glass-

blowing—needs careful planning and preparations
beforehand, and thoughtful after work. But the actual
emcutmn is brief, intense and mtuztwe mthﬂut mui.fh time for

Il]dtﬂ‘flclj { lmdgmf: thc: pmcebz-. crf yom hlm:ﬁ tt} bﬂ a bxt likc-
that, mth the planmng the shooting on: 16mm, and then the
cdltmg But also. more abstractly and %oudllyﬁ wuh the
u,ldtwn:»h:ps thdt are: L&td;bhbhf.‘:d and nurtured belore, and
maintained dftel wards. Fw. There seem to be both moments__

of mmpleta flegdc;}m where things are just happening

naturally, not ‘scuptﬁd but then you also have a feeling of
actions. that are carefully planned and scripted? This is
obvious, of course, but | am curious about how you. prepare
for both, and if you secretly wish for one or the other?
ML. Maybe that reflects what you said earlier, about not always

being the. dnver RN. Yes, | thmk that is where a sort of
possibility opens up. A pﬁbfﬁlbllit)’ tor connections to be made,
but also a risk of missing connections. ‘What ] am imtrﬁbttd in
is the pasmblhty of getting a new. under:,tandmg about a

situation while it is. unfﬂldmg in the film. I am always hopeful_

that thew will be a moment where I get it and the audience

can- get it tuo-—-——sef.,mmgly taguthcr They see me getting it
while thcy are getting it. ML L really like the idea of you and
the audience getting it together; of the film somehow both
forming the question and attempting to answer it. RN. | was
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mother and daughter have created, and as a physical space
that is fem.ed off trom the outside w&rld W{, see the caretaker
opening and Llusmg the gates, and hear Vivian talking about
making sure everythmg 15 bwurely closed at night. Whereas.
in Part One and Part Bwo the group is in- the beach house

and on the apawshlp, both as defined and desi gmted spaces.

You get a sense of a compressed- dumtmn that is somehow.
outlined and cut off from the rest of the world and the
rest of their le.:‘% I am mterested in that moment—the
thr ﬂbhﬂl&l -when this. mtcnﬂﬁ&d space or duration meets the
other— the skin of a body. lee the opening. dﬂd cl@smg,of the
gates surrounding the gdrden, and- the situation in the end of
Part Two. when Liudvikas gets ill and the ambulance pcuple |
come to the beach house. RN lam thmkmg about the fire
too, n relation to your story and what makes us stop by the
fire and gaze at it. It also has to do with movement; we are.
captwdwd by movement. | guess that is why we love. gardens
too—the plants sway-—and, of course, moving pictures. A
sculpture. uarden can also invite pdtthYf:» to lorm, through
the works, as a. chm cegmphy of movement. FW. Ymtu day.
whan you. talkt.,d about. bemg mﬂuﬁncud by the experiments.

of Apichatp

" at surprising moments. RN Yes, lately do use music a. h:}t
When L startcd makmg ﬁlmb I uwd music in the first two,

and then I got the idea that 1 must prove to. mys@lf L.can make

‘musical’ films without thc use of music. Being mﬂuencad by

Marxist ﬁlmmakera I w.:mied to avoid using music unleas it
was di@gﬂﬂt USIC — ﬂeurw Music mmdc the scene. It is only
since. Electrical Gam, where 1§ uwd elea,m onic music and
opera, dnd then in Vivian's Garden, putting in a. Wh(.‘)lﬁ track
in.the mzddit of the film, thdf lLecame baak to music again. Now.

F'want to use music as I enjoy. all-of the prSlblhtltS 01' aftect!

ong. Wﬁc.mbethdkul it mdde me think of the use of
music in: your films, Semmmlf.,s quite surprising. choices and

And [ don't feel the need to test myself against any standard,

rather to surprise myself, if thdt 18 possible. Now my rule is,

if it feels kind of embarrassing it prohably has some truth to.

it—as it is the recognition that causes some. embarmssmmt

ew. The mamrmlit} of the. seundtrack f@ds different to thf:-.'
matcrial of the 16mm celluloid. Like a de&m line crossing
onto another path, not as a shc}rtcut but as an 4ffectmndte,
transition. thﬁit exists in paratlel. As a viewer, | feel addressed
in a. very. dtlfert..nt ‘way i those moments. ML In Vivigns
Guarden, whcn thﬁ, Music comes in hd]fway through, you get

a- sense of it testing the space or dtmObphcre that has been

ewtablxsh&d in the film, As if it lifts you up to see the. outlme

RN. Llft‘i you up to see the outhn@ —this 18 a very nice way

to thmk of it, Thc viewer is always kind of ﬂoatmg around: the
scene, aren’t we? And with the music we do get blcwn out a

bit further, sort of like getting some other layer of reahty hke;_-
a Greek e,herus putting the action to us in another way. Do
vou have similar feehng& of embarlabhmem occastonally with

regard to your plans? M. Maybe as a place of vulmmhihty

This project is at a stage where it dmant have a body yet, no
material or a&aih@tm It is.in its most potential stage but also-
the most | ragﬂe And it facls like a very vulnerable. plam to let.
someone. in 1o, spndkmg to you now about it. But it also feels
full of pﬂtemml to add another voice. leﬂ' the. situation. you.
desunbt:d of going to the Lithuanian seaside and brmgmg your
friends cHld family with you, with a very open score. RN. How.
about an embarrassingly gwk chorus. instead of Grukmthlsf
could: bu fun! Fw. | like the 1dea of the geek Lhorua., This
morning: Nr.,ne brought in some phmawpmd drawings by the
architect Peter Miirkl, She knows Marie and | have an interest
in his work and that we travelled togethm to La Congmnta a
place he bu:lt for the works. of sculptor Hans. ]osaphmhn We.
went thmugh hundreds of drawings and bkbt(.hbﬁ and almost

And then somebody lights a fire.

very impressed by Apichatpong Weerasethakul's: film Tropical
Malady when 1 saw it in 2005. I was in New York alone at the:
time, making my film. Eveba!lmg L. saw that he was. demg;_-_
something: [ hadn’t seen before in a blg-&creen setting In a.
feature-length movie. He was asking big questions about.
spirituality, sense of self dncl the other, desire and the
separation between us, and tried to. answer them too. He
didn’t ask it outright in the fﬂm but tried ditterent experiments.
with-the actors, plot and structure. So that S d@ﬁmtely where. [
would want to be. Lhave a strange relationship. with pldnmﬁg;._
or pre-production, [ am not working with it-very. much almost.
avoiding it. [ do think that everything comes. with- time, so I
am not pushing for Part Three, but it is. getting prepared as .
go along anyway. ML Your life and thﬁ: I‘ﬂlﬂtlﬂﬁﬁhipﬁ you-
initiate and nurture are a kind of pre-production .. Yﬁu told:
me, for example, about the trip to visit Vivian emd Ellmheih:-
betore you went there to. film. It is getting ddl‘k auta}de* and}'
tha, saunag is opening to the publm. M&yba this cmild be a good
place to pause, and- 1f you have time we could speak again
tomorrow? RN, Dear. M and F, thdt would be g@ad [ was.
taking a break walkmg around the room, thmkmg Let’s meet

again tomorrow at about ‘2pm your time’ ?

M. Since we spoke ycsterday I have been. thinking more.
about the fire, both as an actual flame. thdt pmdmea heat,
dncl more metaphorically as an acuteness thm needs tending,
thdt produces a heightened awareness. Yﬂsterday we talked
dbeut it in relation to your films, as an. onﬁmswnﬂ——-bmnethmg
to gatht,r around: In more formal and spatial ways, it relates.
to what we are here at the sauna to thmk about; Hew you.

- can, by inserting mmnthmg, htdbh&h a: centre. of attention,

and create an area of intimacy ar ound it. In Vman s Grarden.
you get a.sense- of an inner space. Both as a way eihff.. the

all of them include a sculpture. or reliet by Josephsonn, put
there. by Marklx as a kind of structural clement. By addmg.
this little affectionate lemant it i& almost hke Mdikh is
trying to make sure that this building will forever withstand
exclusive private Gwnerﬁ;h}p because it is built on top of
thlb system of affection, I memmn thn now because of what
you say, Rosalind, about asking big questions and trying to
answer them on screen. And this requuw a kind of courage
and’ to make em,st,li vulnerable or to risk the chance of
embarrasammt RN. It is a beautilul image. As contemporary.
artists we can be rathc,r shy about putting ourselves in, like
a.signature on the front of a panting. It is tempting whm;.
one is excited ab&ut a.connection with someone else, to brmg;_-
them in. Certainly 1 have felt this way. fam rmt thmkmg about:
risking cmb;tra assment so much as mliowmg it to see: where-
the significance lies. An umbarmsbmem means. aomﬂthmg S

- revealed: a mystery is uncmezred or a tabog is. tran&gxessed &

think the 1;__;1@4_;_.9_{} always including a relief by his artist. friend.
is kind of like $fying, “You be my signature, because I'am not
afraid of you eclipsing me-—you make me stronger!’ M. This

feels like a really beautiful place to let the conversation echo.

from: the thought of what you bring thh you. when you go
f.,xplm ing-—a voice in a book. yOu are readmg a frmnd on call,
Or someone wnh Sp{,ual tools or talents that you: brmg &lﬁng_
RN. Ora patron saint! 1 have just seen the dmwmgs you sent.

It looks like the relief is a sort of guarantee of the etrength-
of th; bulldmg tor-the architect, like a famad;ttmn I am sure
this will be an important part of the genesis of your sculpture
garden. FW. Yes, | think the sculptures serve as support

- beams. Thank you so much Rosalind. Looking forward to.

meeting in Copenhagen very soon.
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