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Moritz Frischkorn: Your film evolved in a
collaborative process consisting entirely of
images shot by the two war photographers
Michela laccarino and Giuseppe Carotenuto.
Pictures of the two are shown in a studio,
and a painting also plays a role. How did you
choose these images?

Martina Mahlknecht: It was a fragile process
because we chose images that we haven't
taken ourselves. At the same time the
images themselves have a volatile quality
because they show people who were
portrayed in an unknown place at an
unknown point in time. So there's somet-
hing ghostly about them. We chose images
in which the connection between the
photographed person and the photographer
becomes visible. The photographer is an
integral part of the situation and at the same
time he/she remains a blind spot.

MF Michela says this at the very beginning
of your film: As soon as there is any recor-
ding device, the situation changes radically.
Martin Prinoth Yes, exactly. And in this
context, she also means our recordings. As
soon as we have our microphones and
cameras with us, they determine the
situation of our conversation. Therefor we
decided to shoot in a set up that discloses
this situation of shooting.

MF Your film is a reflection on images based
on the topos of war photography. But you
contrast the images with something: the
voice that tries to remember, that tells about
what was not allowed to be depicted or what
never sees the light of day.

MP Unlike the spoken word and the memory
that takes place in the now, the picture is
like a fossilization of the past. That was one
of our questions: How can photos that

without memory and language would perhaps
be meaningless and unreasonable, be brought
into a narration?

MF The sound of fire plays a role again

and again in the soundtrack. What does

it refer to?

MP The fire refers to the painting in the film

which shows the eruption of Vesuvius in 79 AD.

We know of this outbreak from an eyewitness
account by Pliny the Younger. So possibly Pliny
is the first journalist to report on a crisis. At the
same time, the fire refers to the impending
catastrophe, which is possible at any time. We
started working on the film before the Russian
war of aggression has begun. When that
happened, it was such a moment of fire
coming to the surface and we still seem to be
dancing on a volcano as a society at this very
moment.

MF You work as an artist duo and have a
common family. In “Reports from the Void”,
you portray two people, Michela and
Giuseppe, who also work with images, and
who had a close relationship in the past,
maybe even a love affair. Is the film also a
self-portrait?

MM That'’s an interesting observation.
Doubtless there is also a moment of
self-reflection. There are questions the film is
dealing with that are parallel to our
questions as documentarists. Another aspect
is the dialogue between the two that is like a
choreography of gazes: Michela looks at
Giuseppe with her camera and Giuseppe
looks at Michela the other way around. In
this moments of witness, one part of the
image gets blurry while the other part is
becoming visible. This process tells a lot
about collaboration and how we like to work
together.




