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Enhancement of heritage through cinema
Themes, language, production choices, distribution
MASTERCLASS BY NICOLAMARONGIU AND CINZIA CARRUS

- PART ONE -

Who are you and what does your activity consist of? What does the Faro Convention
mean to you?

Nicola Marongiu: We are here as founders of Über Pictures: our activity is focused on

visual art, mainly audiovisual works. We are directors, photographers and, in particular,

documentary filmmakers.

Über Pictures joined the Faro Lab, for those not familiar with it, here is the official

website: https://farovenezia.org/lab. Why did we embrace the Faro Lab initiative? Our

work is in line with the fundamental principles of the Council of Europe Framework
Convention on the Value of Cultural Heritage for Society , known as the Faro
Convention. We believe that cultural heritage can be effectively achieved through the
relationship with the community and, more specifically, through the relationship between

the community and non-fiction cinema. We see the role of the community as fundamental

to the collective process of raising awareness about the tangible and intangible assets that

constitute cultural heritage.

What is the aim of this masterclass?

In the context of this masterclass, our ambitious goal is to facilitate the beginning or

continuation of your research on the role of audiovisual media in the enhancement of

cultural heritage, while also presenting you a series of questions.

https://youtu.be/KPcNupR1X7k
https://youtu.be/KPcNupR1X7k


Which documentaries of yours will be shown as examples in the discussion?

We will use examples from some of our documentaries as material for investigation and

discussion: Sa Mesitta, E quindi uscimmo a riveder le stelle, Sa Limba de su Re, Sardigna
Romanica, Terra Strangia.
These works represent a concrete commitment on our part to preserve the tangible and

intangible heritage which risk being lost, and are in line with the aims of the Faro

Convention.

To provide a general overview of the issues surrounding the enhancement of cultural

heritage, we refer to reading the full text and in-depth analysis of the Faro Convention.

However, we’re going to summarise some of the concepts and points that will be

recurring throughout this discussion and the ensuing debate.

The Faro Convention is a unique convention on cultural heritage that emphasises its value
and potential as a resource for sustainable development and quality of life in a constantly
evolving society. [...] It emphasises important aspects of cultural heritage in relation to
human rights and democracy. It promotes a broader understanding of heritage and its
relationship with communities and society, and encourages citizens to recognise the
importance of cultural heritage objects and sites through the meanings and values that
these elements represent for them.
(taken from the official brochure on the Council of Europe website - Venice Office:

https://www.coe.int/it/web/venice/faro-convention)

What is the fundamental innovation of the Faro Convention compared to previous
approaches?

Cinzia Carrus: The fundamental innovation lies in the approach to cultural heritage

preservation: the focus is not only on what to protect, which is certainly a fundamental
step, but also on 'for whom' and 'why', in a vision that complements the previous methods,
precisely by an active, conscious and responsible community engagement. Cultural

https://www.coe.int/it/web/venice/faro-convention)
https://www.coe.int/it/web/venice/faro-convention)


heritage is thus a shared resource and, as mentioned earlier, it includes both tangible

heritage (from archaeological sites to all types of monuments and works of art) and

intangible heritage (traditions, languages, digital works).

Among the concepts that are of particular interest to us here, Article 1 of the Faro

Convention, dedicated to the aims of the Convention, refers to:

- recognising that rights relating to cultural heritage are inherent in the right to participate
in
cultural life, as defined in the Universal Declaration of Human Rights;*
*Universal Declaration of Human Rights (United Nations)
Article 27 of the Universal Declaration of Human Rights
states that

Everyone has the right freely to participate in the cultural life of the community, to enjoy
the arts and to share in scientific advancement and its benefits. (https://www.ohchr.org)

Returning to Article 1 of the Faro Convention, we also find mention of the commitment

to:

- recognise individual and collective responsibility towards cultural heritage;

- emphasise that the conservation of cultural heritage and its sustainable use have human
development and quality of life as their goal [...]

What challenges does an audiovisual professional on cultural heritage face?

One of the first critical issues that a professional faces while working in the field of

audiovisual productions related to cultural heritage may be that of harmonising different

needs that do not always appear to be compatible in their implementation:



 enhancing with a view to cultural heritage responsibility, for example by choosing
high-level scientific advisors on the specific subject, to ensure a certain rigour in the

treatment of content;

 the need to realise an “appealing” work fomr the producer/client/audience

perspective, by answering the question 'for whom?', while bearing in mind the aim of

making that content accessible and, even better, actively involving the community.

What is the dilemma between scientific rigour and entertainment in audiovisual
productions?

We need to ask ourselves what is capable of engaging the audience and convincing a

producer. Entertainment seems to be perceived as a cornerstone of the audiovisual

market, but is it possible to go beyond such approach? Can a compromise be found? Is it

possible to resolve this dilemma in a context in which audiovisual productions are

increasingly influenced by trends established by social media contents, which have their
own languages and objectives?

We will go into more detail with examples taken from some of our documentaries. We are

therefore in the realm of non-fiction (we are going to talk about this concept in the
second part).

What are the steps, choices and approaches, including from the storytelling point of view,
in the making of a documentary?

A fundamental phase, which forms the basis of documentary production, is research,

together with the consideration of the option to collaborate with one or more scientific

advisors (scientific coordination of the project) according to the subjects involved.

Another issue that may arise in the preliminary planning phase, is about the choice

between the voice of an omniscient narrator and a self-narrating approach, achieved

thanks to the images and, possibly, the people involved in the themes/subjects (selected

on the basis of various criteria) speaking for themselves.



We always opt for the self-narrating approach, which is as “open” as possible and leaves

the audience seeking answers, in deep thought, as we think this is an effective way to

involve the audience, trying to go beyond the concept of mere spectators.

This means that the writing of a documentary should also be as open as possible in the

early stages.

How do you distinguish between video interviews and video testimony in documentaries?

Nicola Marongiu: Once we have chosen that the documentary will involve one or more

people who will talk about some specific topic, the question arises between video
interview and video testimony.
In the first case, we have two subjects which interact, the interviewee and the interviewer -

you can choose to keep the interviewer's questions and interactions in the final audiovisual

work, or even show them in the frame, or you can eliminate the whole part relating to

them, keeping only the parts relating to the interviewee. In a video testimony, the speaker

expression takes the form of a monologue: interaction with the person behind the camera

is kept to a minimum and will certainly not appear in the final product.

The categories are not so rigid, as it often happens, and you can choose to mix the two

types. In our case, we often alternate video interviews and video testimonials in the same

documentary, but our consistent choice is never to appear in the final product, either as a

voice or, even less so, on frame.

What is your approach to archive material?

Whether or not to use archive material is another important and distinctive choice. A

documentary can be made entirely or partly with archive material. This choice also

characterises our production, as we almost always use archive material in our work, both



video and photographic, where available. In this regard, we have been collaborating for

many years with the Società Umanitaria - Cineteca Sarda. For us, this is an important
choice, which allows us to engage the community also through the inclusion of home

movies; This is also a way of looking with new eyes at the experiences of those who shot

the images, experiences that may have been documented with varying degrees of

awareness of what they represent for the community's heritage, and which are then

enhanced through their contextualisation and integration into the documentary.

Of course, in addition to materials from home movies, we also draw on professional

milestone productions such as those by Fiorenzo Serra and Enrico Costa.

Your documentary 'Sa Mesitta' is a good example of this, isn't it?

Cinzia Carrus: Yes, definitely. Sa Mesitta is a documentary we made in 2022 in co-
production with RaiSardegna, so it is a documentary conceived specifically for television.

It deals with the theme of a traditional event, a multi-identity equestrian joust that takes

place in Oristano during Carnival, a “race for the Star” on horseback. The central figure is

the Componidori, the chosen horseman, who embraces the religious dimension of the
Christian tradition and peculiar elements from ancestral rites. The documentary unfolds

through the visions of several people who, in various capacities, have taken part in it: a

former Componidori who illustrates the perspective of such a unique role; an artist who

has played an important role in organising the event for many years and reveals its less

obvious connotations to the public; a theologian who addresses the theme of the “sacred”

and its evolution over time. Why this title, 'Sa Mesitta'? Sa Mesitta in Sardinian means
“table/small table”; in the specific context of this topic, it refers to the raised space, a sort

of stage, on which the chosen knight is dressed in the ritual of the Vestizione (dressing)

and thus 'transfigured' into a Componidori. Research has, of course, played a crucial role,

as has the use of archive material, both from home movies and from the well-known

works of Fiorenzo Serra and Enrico Costa, whom we mentioned earlier. The origins of



the Sartiglia - debated, ça va sans dire - seem pretty complex, as do its various aspects and

its relationship with the sacred. Here is an extract...

EXCERPT FROM 'SAMESITTA'

Luigi Cozzoli:

This is the Cathedral of Oristano... and the race takes place right here below.

Su Componidori is dressed on a table because he must not be contaminated by the earth.
He is the most important person of the day. He is treated like a king, like an emperor.

When he climbs onto the table, from that moment on, you understand what it means to be

the most important person in Oristano, on that day. You understand the importance of

being Su Componidori... you get into character.

Don Antonio Pinna:

Taking place every year, Sartiglia is the time that makes us all feel together. It manages to

put today's people, today's time... on the same level as the past.

This helps us understand why he is the Componidori now, and at the same time, he is
united with all those who have done it before and who will do it in the future.

Carmine Piras:

The fact that Sartiglia is now celebrated during Carnival does not mean that it is a carnival

event; it is an event that marks the beginning of life... after winter, sowing begins... and

work is done for the harvest. In order for this event to take place, people organised

themselves into groups of carpenters, blacksmiths, farmers... The workshops were

organised like a school: there was the Master, then the apprentice who, after a set period,

became a Master himself. The same thing happened in the countryside: they learned about

the weather, the sowing season, and everything was marked by the phases of the moon...

'when the moon changes, we do it', 'between two moons, we do it', and so it went on. See

the symbolism: the Sun was the star that dominated together with the Moon, so everything

was done in relation to these two celestial bodies. They had inherited all this from the most

ancient civilisations. The Sartiglia developed as a manifestation of prosperity and fertility of

the earth. This was true for farmers, and it worked the same way for those who practised

other trades. Carpenters, farmers, etc... all mutually necessary activities. Carpenters were



needed from the cradle to the grave, and so from beginning to end they needed those who

worked with wood, as well as those who worked with iron, those who made shoes, those

who sewed clothes, etc. Therefore, Sartiglia should not be considered exclusively as

belonging to carpenters and farmers; this is the case today, but millennia have passed, so we

only read what has been left to us, and we notice this in everything that is done in Sartiglia.

If you pay close attention to all the stages of Sartiglia, you will understand that it is not a

carnival celebration, nor is it merely a horse race. It is our history... for those who know

how to read it. And so, in order to understand it, I will explain it to you as I interpret it. Not

that it is necessarily so, because everyone studies and observes according to their own

experience... I see it in a slightly more esoteric way, because it cannot be that all this ritual is

done for a horse race... they could have just taken the horses and raced...! There was no

need to wear a mask, let alone perform a very long ritual, starting with the dressing.

Don Antonio Pinna:

Maybe the Sartiglia originated simply as entertainment: they say that a Canon, after Vespers,

wanted to entertain the people... All right, but when people perform certain recurring

actions, that is a ceremony. What takes place once a year, every year, is performed with a

certain solemnity...

We have the Vestizione, that is... you climb onto a table and, once the Vestizione is over,

you climb onto the horse from there: it's different from what you usually do. You

experience a time when, once you put on the mask, you become the representative of

everyone... the Cumponidori experiences a time that changes his life. And when he takes

off the mask, perhaps, it is even more impressive than th moment he wears it.

Today, in the part that the public can see, everyone's names are said, everything is known...

What is happening is the same thing that is happening with what we are used to call 'sacred'.

In religion, this is called 'desacralisation' or 'demagisation': the magic has been removed.

When I hear people talking about the Sartiglia, they always talk about what you see out

here... it is about the Componidori passing by, blessing... But the rites and ceremonies
associated with the Sartiglia begin months earlier. There are all the rituals that are not seen

in public... for example, the women involved in arrangements, secretly prepare almost

everything...

/---/



Your interest in Sartiglia began long before the making of "Sa Mesitta", right?

Cinzia Carrus: We have just mentioned the importance of research in documentary

filmmaking, particularly for Sa Mesitta, and yes, in fact, our research on Sartiglia began
many years earlier. In particular, we made another documentary in the past - a series, a

cycle consisting of seven video interviews/testimonials of about 60 minutes each -

entitled E quindi uscimmo a riveder le stelle, released in 2018, which was the first digital
bulletin of the Historical Archive of the Municipality of Oristano, published in the form
of a box set containing three DVDs. From a presentation of the documentary:

Eight exceptional figures illustrate the Sartiglia and the figure of Su
Componidori, revealing the various ways of experiencing and exploring this
historic event. [...] The video interview work coordinated by the director of
the Historical Archive, Antonella Casula, and produced by Nicola Marongiu
and Cinzia Carrus, is based on the deeper meaning of the term, on the
reciprocity of gazes, on the study of the stylistic substance of the
documentation, and on the attention to detail that emerges from the filmed
and documented elements. Even the recording locations (private homes,
professional studios, artisan workshops, etc.) are not random, but the result of
a thoughtful choice, deliberately oriented towards giving the work an
ecological-environmental and psychological-cultural connotation. The same
applies to the editing of the images and the selection of music and
photographic portraits, which conceal, but not entirely, the intention to pass
on elements of popular and traditional culture, in the awareness that talking
about, recounting and narrating the Sartiglia, one's 'own' Sartiglia, confirms
the methodological and heuristic complexity typical of oral sources and
interpretation, mediated by memory, which remains in flux, with full respect
for the Sartiglia of others. Moreover, the analysis and study of traditional
Sardinian carnivals, carried out by distinguished anthropological research,
confirms the importance of combining different types of sources: written,



demological-literary, local archives, oral and investigative. The latter represent
an extraordinary wealth in compensating for the shortcomings of collective
memory and knowledge of the puzzle that this event represents.

EXCERPT FROM 'E QUINDI USCIMMO A RIVEDER LE STELLE'

Carmine Piras:

One of the most beautiful aspects of the Sartiglia is the Svestizione (undressing).
The “Svestizione” is the end of this great performance, such representation. The man, the

deified hero who becomes a man again... right? He becomes a man again and remains in the

memory of those who knew him, if he performed well in Sartiglia, if he behaved well and

if he remains a Componidori for the rest of his life... because someone who is initiated... an

initiate, remains an initiate forever.

Annadina Cozzoli and Luigi Cozzoli:

When we were kids, Luigi and I... it was normal, we would open the windows and see the

Componidori... so we were born in the street of Sartiglia, so Sartiglia is here. It is certainly

important to move forward, to do it... but we must not forget what the essence of Sartiglia

is, which, I repeat, is the heart, it is esoteric, it is propitiatory. Let's not forget this. This

must be done, it must always be kept in mind because if this is not present, it risks

becoming a carnival event, which it is not, or just a question of aestethic, for people. This is

not the case. It must not be so because Sartiglia has its own essence. Sartiglia must remain...

it is always beautiful. Long live Sartiglia! But be careful, let's make sure that Sartiglia

remains... because we should pass on to our children and grandchildren an event that is not

very different in spirit from the one we have known. Genuine, just as it was when it began.

Franco Ledda:

I became a Componidori as a mature man and not as a young boy, who may then forget. So

it left its mark on me... it really made a big impression, because after I became a

Componidori, I remember going, one evening - I was working as medical guard at a clinic

in Oristano - I remember going to work and in one night I started writing Nozze Celesti,
which was the first book I wrote about Sartiglia... I wrote it in just one night. When the

profane man, the common man, climbs onto the table where he will be transformed,



because an alchemical transformation of the common man into something divine takes

place... This happens the moment he climbs onto the table from the ground. At that

moment, he is stripped of his jewels, the metals that bind him to the earth, his clothes, and

he is dressed in different clothes - I call them heavenly clothes - clothes that will be the

connecting thread between heaven and earth.

Silvio Pulisci:

When the President of the “Gremio” gives the sword to su Componidori, it is said that su

Componidori makes a kind of oath to the President of the Gremio. What does he swear?

What does he have to promise? He has to swear to perform the Sartiglia according to

tradition. Of course, there has been evolution, but the fundamental principle of the

Sartiglia is very simple. The Sartiglia is an equestrian joust because it involves horses,

swords and rapiers. Two weapons. At the beginning of the Sartiglia, there is the crossing of

swords between su Componidori and su Segundu Cumponi. They cross swords three
times... it is the challenge that takes place at that moment between su Componidori and su
Segundu.

Ruggero Emmi:

I have always been attracted to the world of horses and costumes, the crowds, the ritual. I

heard opinions that were not always in agreement from my fellow villagers, and I paid

attention to them, which perhaps leads me to disagree with the majority opinion. For

example, I believe that the Sartiglia is a tradition that we should be proud of, a tradition that

is the sum of many layers, so it cannot have a single definition, it has multiple identities. Yes,

it is the highest cultural expression, I think I can say, the highest equestrian and festive

cultural expression in Sardinia. And not only in Sardinia, because it takes us back to very

distant times and has many different overlaps. So I became curious and, in a way, I also

investigated how the definition of this event was not unanimous but differed according to

the cultural background of the person participating in or observing it.

Filippo Martinez:

Il Cavaliere Infinito (Infinite Knight) is the Componidori. I identify the Componidori with
my childhood, somehow, because... well, you've seen that mysterious, beautiful, Renaissance,

ambiguous mask. Ambiguous why? A bridal veil and a gentleman's top hat, ambiguous...



shrouded in this veil. So, if you're three years old, you're on your father's shoulders, it's

about to rain, there's an excited crowd all around, the drums are rolling, a door opens and

this solemn, fantastic figure comes out on horseback... that’s it. You are imprinted forever.
It’s an icon powered by attention, celebration and applause. It is an icon that will somehow

mark your life, mark it in a positive way.

Enrico Fiori:

At my house... my father, my uncles, everyone took part in the Sartiglia and everyone was a

Componidori... my brothers. And when I was little, I experienced that moment of this great

event at my grandmother's house... my grandmother lived at the Foro Boario, where the

Santa Croce festival took place, which I got to know in all of its splendour, also because my

grandmother's house was a shelter for many people who bought and sold horses. They

would come to my grandmother's house, sleep, eat and then... of course there was the

festival, but my grandmother had a huge courtyard where you could shelter the animals. So...

from there, during the Sartiglia, everyone would converge on my grandmother's house to

prepare the harnesses, to get dressed... and even then I was already following this event

with enthusiasm. Perhaps we have strayed from that circle, which is Carnival, and made this

event too 'sacred'. Instead, there should be more room for laughter and fun. That's how it

used to be in the 1960s and 1970s... there were big masquerades. There is a very beautiful
term in Sardinian, 'mi seu spantau' (I was astonished). I still have this feeling when I see
something beautiful... I am almost left speechless. 'Spantau'.

/----/

Why is the study of traditional practices important for communities?

Nicola Marongiu: The study and in-depth knowledge of traditional practices helps to

strengthen the cultural identity of communities. Exploring and documenting this heritage

- which is the result of who we have been and allows us to better understand who we are -

stimulates investigation, promotes a sense of belonging, and contributes to social

cohesion and the protection of cultural diversity, in line with the aims of the Faro

Convention.



It is also worth mentioning the so-called invention of tradition, as it is important to study
these aspects as well. The invention of tradition, like invented tradition, are concepts
introduced in 1983 with the publication of a book edited by Eric Hobsbawm and Terence

Ranger, The Invention of Tradition, which brings together contributions from various

historians and anthropologists, focusing mainly on the national cultures of Great Britain,

but containing universally interesting materials for thought and further study.

The invention of tradition seems to us to be a phenomenon of great importance for
understanding modern societies and their past. The text analyses how many of the

traditions that are considered deep-rooted and historical are in fact constructed, invented

in relatively recent times, and often serve political, social or identity purposes.

The process of creating and reconstructing historical images is intrinsic to the political

and identity dimension of communities. These phenomena are indicators of how modern

societies construct and manipulate the past to suit their present needs. The invention of

tradition is a key element in interpreting history and modern society. Traditions, not only

those with roots stretching far back in time, but also more recent and artificial ones,

profoundly influence our perception of ourselves, our sense of belonging and power

dynamics. Understanding this dimension allows us to take a more critical and conscious

look at our past and the way we construct our present.

Why did you choose audiovisual language to promote heritage?

We chose the audiovisual language because it is an effective tool for investigating and

protecting intangible cultural heritage, allowing us to create archives that are accessible at a

local and international level. Our work contributes to the creation of an audiovisual

archive that can be used as a resource for study, education and awareness-raising on the

richness of traditions, which, as mentioned above, raises questions. This again echoes the

aims of the Faro Convention, which emphasises the importance of education and

communication for the protection of heritage.



Cinzia Carrus: On the subject of investigation and awareness, and linking back to the

question of aiming to have a “more critical and conscious view of our past”, I strongly

recommend reading Un manifeste de moins, an essay by Gilles Deleuze dedicated to
Carmelo Bene's adaptation of Shakespeare's Richard III, published in Superpositions,
which includes, in addition to Deleuze's essay, Bene's adaptation of Richard III and a

Bene's response to Deleuze's essay. I would now like to quote a few passages from

Deleuze's essay, which refers explicitly to theatre here, but can also be applied to cinema.

This part is the very end of the essay:

Theatre will arise not as something that represents nothing, but as something that
presents and constitutes a minority consciousness, insofar as it becomes universal,
forming alliances here and there as chance dictates, according to lines of transformation
that spring from the theatre and take on another form, or are converted back into theatre
for a new leap. It is truly a matter of awareness, although it has nothing to do with
psychoanalytic consciousness, nor with Marxist or Brechtian political consciousness.
Consciousness, awareness, is a great power, but it is not made for solutions, nor even for
interpretations. When consciousness has abandoned solutions and interpretations, then it
gains its own light, its own gestures and sounds, its own decisive transformation. Henry
James writes: “She had ended up knowing so much that she could no longer interpret
anything; there were no more obscurities that allowed her to see clearly, only a harsh light
remained”. The more one reaches this form of minority consciousness, the less one feels
alone. Light. One is mass in itself, “the mass of my atoms”. And beneath the ambition of
formulas lies the more modest judgement of what could be revolutionary theatre, a
simple potentiality in love, an element for a new becoming of consciousness.

I conclude this first part of our discussion by quoting another passage from Deleuze's

essay, which states that Carmelo Bene “does not proceed by addition, but by subtraction”

of all elements of power in his adaptations: he subtracts “Romeo as he represents the



power of families, the Master as he represents sexual power, kings and princes as they

represent the power of the state”. Thus theatre ceases to be representation, the actor

ceases to be such. Both C.B.'s theatre and cinema (albeit with their specificities) are an
exaltation of that Minor, Minor as beyond power, beyond any “state representation”,
Minor also as delocalisation, as “the literature that a minority makes of a major language”.
We are going to discuss this further in the second part.

- PART TWO -

What kind of questions arises today in the production of audiovisuals on cultural heritage,
given a background that seems strongly influenced, in various ways and for various
reasons, by the rise of social media and its dynamics?

Nicola Marongiu: Today, as we have seen, we ask ourselves the big question of 'for

whom?', can we start - or continue to - produce audiovisuals that are capable of both

adequately enhancing the asset, maintaining medium-high quality standards, and meeting

the public's orientation towards entertainment (as users but also as producers),

considering that most of the public seems increasingly won over by 'video pills' and/or

highly sensationalist products?

Social media has led to the success of content 'creators'/influencers: anyone can become

a potential 'videomaker'. All you need is a reasonably powerful phone and access to

programs that can be used even by non-experts – often provided by the social media

platforms themselves – to 'edit' and present your 'product' and, if necessary, sponsor it,

thus taking on the role not only of author but also of 'producer' and 'distributor'. Like

many things in the world, this phenomenon is neither good nor bad.

It is important to investigate, analyse and be aware.

https://youtu.be/nQZQL8_wgwQ
https://youtu.be/nQZQL8_wgwQ


Those who produce audiovisuals on cultural heritage today must therefore take these

changes into account, but how can they do so?

Let's try to look deeper into the specifics.

When choosing to dedicate an audiovisual work to the enhancement of a particular

cultural good or a category, whether tangible or intangible, one wonders which

form/genre is most suitable to achieve the goal.

Among audiovisual works, the first classic distinction is between fiction and non-fiction.

Non-fiction is also identified as the so-called 'cinema of reality' or 'films of reality'.

We have seen that, in our case, we are oriented towards cinema of the real.

Works of fiction seem to prevail over non-fiction in general, and also in the field of

audiovisuals dedicated to cultural heritage. However, it should be noted that these

boundaries have become increasingly blurred. They have never been rigid, even in the

early days of cinema, but we are seeing more and more blending.

What types and forms of audiovisual works – and documentaries in particular – are most
appealing today, especially those dealing with cultural heritage?

Cinzia Carrus:

In this context, we focus on products that are generally considered less 'appealing', namely

non-fiction: documentaries.

But we must immediately remember that there is (and, we repeat, there always has been) a

certain degree of contamination between fiction and non-fiction within the documentary

genre itself, so we have the distinction between documentary vs. docufiction vs.

docudrama. They are distinguished by the degree of fiction elements: documentaries do

not feature fictional elements (although they may be scripted, as we will mention shortly);

docufiction has elements of fiction while still maintaining a documentary basis;

docudrama is characterised by a more incisive presence of fictional elements, which orient

it towards fiction, such as almost all of the parts being acted, with dramatised



reconstructions. The latter is a very common form in television productions, but even in

this regard, much has changed over time. We have mentioned that genres and categories

are not rigid and are becoming less so. By the way, we can cite various forms and types of

documentary that can be used to deal with cultural heritage themes, in some cases

combining several of these:

- Biographical

- Investigation

- Nature

- Documentary on events (repeatable and non-repeatable).

Depending on the topic covered and the destination/target audience, you can choose the

docuseries solution, i.e. a documentary divided into episodes, which can even span several
seasons, a recurring case in television and web productions.

Nicola Marongiu: Let's look at an example from our work: for E quindi uscimmo a
riveder le stelle, an excerpt of which we saw in the first part of the discussion, although it
is not a television product, we chose to produce it in the form of episodes. Let us now

mention a television documentary we recently produced: Sardigna Romanica, a docuseries
co-produced with Rai3 Sardegna, published in four seasons of two episodes each.

Sardigna Romanica I synopsis:
Sardigna Romanica explores the transition from the Byzantine world to that
of the Giudicati, the characterisation of relations with Pisa, the monks with
their craftsmen who followed them and the first hints of Gothic architecture
on the island. The focus is on a selection of churches and monuments
representative of the key moments in this journey and the different variations
of Romanesque architecture in Sardinia. Through the testimonies of several
cultural operators who manage the sites and experts in the field of art history,



the phenomena of continuity of use of places of worship and syncretism are
analysed, as in the case of the Sardara complex, some documents from
historical archives and the most important works of art located in the
buildings visited. Part of this journey through the Sardinian Middle Ages takes
place with the participation of the Sardegna Isola del Romanico Foundation,
which offers online 3D tours of the monuments and, in the documentation
centre, the possibility of a sensory experience for the blind and visually
impaired through the educational project 'Romanico Tattile' (Tactile
Romanesque).

TRAILER 'SARDIGNA ROMANICA I'

Sardigna Romanica II synopsis:
Sardigna Romanica is the continuation of a journey through the monumental
beauty of the Sardinian Middle Ages, evidenced by churches, castles and
monasteries, through which it is possible to reconstruct the cultural ferment
of an era that expands seamlessly into others and of a people who prove
themselves to be culturally 'islanders' but never 'isolated'. Starting from a
comparison of the different construction techniques, styles and raw materials
available to the craftsmen, the third and fourth episodes of the documentary
explore the transition from the Byzantine world to that of the Giudicati and
the relations between the Sardinian Giudici, the maritime cities and the Holy
See. With the spread of monks and their craftsmen, there was a renewed need
for moral edification and religious spirituality, but also an attempt by
Christianity to eradicate, in a widespread and definitive manner, the pagan
vestiges of Sardinia.



TRAILER FOR 'SARDIGNA ROMANICA II'

How to chose the format of a trailer, and how does it change depending on the type of
product you intend to promote or launch?

As you have seen, we have chosen to create very short trailers dedicated to the individual

seasons of Sardigna Romanica, focusing entirely on the beauty of the monumental and
artistic heritage, which appear as the protagonists. There will be a surprise effect while

watching the documentary, because it is not only the material heritage that is the

protagonist of the episodes, but also (perhaps above all) the intangible heritage: history,

traditions, religious, theological, philosophical and legal aspects, in an approach that is

undoubtedly informative and geared towards the needs of television, but with scientific

coordination by experts who guarantee its accuracy and coherence, and stylistic choices

made during filming and editing that are not always standard for television documentaries.

Cinzia Carrus: The trailer must be designed differently depending on the type and subject

of the documentary, and with a clear idea of the objective to be achieved. We would like

to take this opportunity to move on to another work of ours, which was not conceived

for television - its intended purpose was mainly the participation in festivals and live

screenings in specific contexts - but was nevertheless broadcast on television.

We are referring to Sa Limba de Su Re, which presents another situation; it is a 58-minute
documentary that deals with the theme of Sardinian songs from Logudoro (Logudoro is

an area in northern Sardinia).

Sa Limba de su Re synopsis:
The guitar plays a delicate role in Sardinian singing from Logudoro. It is an
original phenomenon of the island's ethnophonic heritage. Investigating its
peculiarities reveals countless facets that make it unique and fascinating. Two
experts discuss it from the inside in a journey through historical and



educational analysis: trajectories of personal experience and the definition of
styles, forms, voices and chords, between narration and singing. The two
experts are Tore Matzau, a virtuoso guitarist who has witnessed the changes in
traditional Sardinian music and trained with historical musicians and singers,
and Andrea Deplano, a teacher, populariser, translator and interpreter who has
been engaged in research and study of demo-ethno-anthropological
disciplines, ethnic music and the Sardinian language for over forty years.

Nicola Marongiu: In this case, we won't give you any hints as to why we chose this title.

We'll let you form your own opinion by watching the trailer and some excerpts that we'll

show you shortly.

For Sa Limba de Su Re, we chose to create a trailer of about 6 minutes, with the
completeness of a real short film.

Based on the theme and style of the documentary, we felt that an extended trailer would

be more effective. It can be noted that the stylistic approach and timing are different from

those of Sardigna Romanica.

TRAILER FOR 'SA LIMBA DE SU RE'

Andrea Deplano:

The sound of the guitar adorns the atmosphere.

The sound of the guitar brings people to the feast, unfolding the wonder of the song.

The voice springs from the heart of the people and - just as water - no one can truly

contain it.

Tore Matzau:

At home, ever since I was a child, I used to listen to my father with his friends, and also to

recordings and various records of Sardinian songs from Logudoro... I grew up on bread

and Sardinian songs!

Sa rondine 'olende



s'est pesàda a cantare

innos de primavera

Sa rondine 'olende

so 'ennidu a bos dare

su meu bonasera

sos chi sun iscurtende

S'est pesàda a cantare

sos chi sun iscurtande

su miu bonasera

so 'ennidu a bos dare

Innos de primavera

so 'ennidu a bos dare

sos chi sun ascurtende

su miu bonasera

(Voice: Pino Masala)

Andrea Deplano:

In childhood, we develop our ability to listen to voices and singing. Everything a child hears

remains within them, and when they become adults, the joy they felt as children re-emerges

as an important sign.

Tore Matzau:

Let's say that Sardinian guitarists grew up in parallel, but following a different path,

compared to other guitarists in the rest of Italy, you see...

A mesanotte pro s'una

no b'at una aèra in carrèla

(Voice: Franco Figos)



Tore Matzau:

First of all, we need to talk about how a guitar competition is structured... right? It starts
with the Canto in Re, which is the king of songs.
Boghe de melodia

so torradu a cantare

da-e coro a la saludare

custa amàda compagnia

(Voice: Tino Bazzoni)

Andrea Deplano:

In the transformations of guitar singing, even today, we seek charm, the ability to lead and,

ultimately, the quality of what is sung.

The attractiveness of the voice means the beauty of the vocal range.

Knowing how to lead is the true craft of the singer; sometimes a beautiful voice is not

enough to make a song work.

E derisero in su vapore

e a Genova so imbarcadu

e a sa terra de s'amore

e de torrare apo giuradu

e sa costèra illuminàda

e bido de s'isola mia

e cantende s'avemaria

(Voices: Marco Manca and Pino Masala)

Tore Matzau:

It is a semi-improvised song, the singer can sing with musical phrases that come to him at

the moment...

Andrea Deplano:

The birth of the recording industry greatly changed Sardinian singing.



Tore Matzau:

You can't improvise when you're a guitarist in this genre. You can't improvise. You have to

follow a path, you have to acquire knowledge... gain experience. I was lucky enough to

frequent - I call it luck because I know other colleagues of mine who didn't get to know

this world - ... I frequented the taverns of Sassari a lot, and for me it was... what can I say...
university, conservatory... that's it.

Andrea Deplano:

It is important to grasp the distinctive features, differences and characteristics of one

culture and others. This means possessing a wealth to be preserved and knowing how to

welcome others in order to move forward.

S'iscentzia moderna

ja cheret arrivare

a toccare sa luna

S'iscentzia moderna

s'aìo sa fortuna

de ti poder amare

pro una vida eterna

Ja cheret arrivare

pro una vida eterna

s'aìo sa fortuna

de ti poder amare

A toccare sa luna

de ti poder amare

pro una vida eterna

s'aìo sa fortuna

(Voice: Gian Daniele Calbini)

/----/

For Sa Limba de su Re, did you focus on video interviews or video testimonials? And the
concerts were filmed faithfully, without any requests on your part to the singers and
musicians, I imagine, right?



Nicola Marongiu: Here too, we have a mix of video interviews and video testimonials.
The part with guitarist Matzau leans more towards a video interview, while the part with

Deplano leans more towards a video testimonial.

Yes, it was important to be rigorous in filming the concerts: we did not use stage lighting,

everything was filmed exactly as arranged by the organisers, nothing was 'staged', the set

list was decided by the musicians, nothing was bent to 'stage requirements': the aim is to

faithfully record how a typical evening of Logudorese guitar singing takes place today,

trying to allow those watching the documentary to immerse themselves completely in the

atmosphere of the event.

How does this documentary, in particular, connect with the themes of the Faro
Convention?

Andrea Deplano's observation at the end of the trailer is particularly interesting for our

discussion, and connects with Article 1 of the Faro Convention, which mentions the the
role of cultural heritage in the construction of a peaceful and democratic society,
and in the processes of sustainable development and the promotion of cultural
diversity; and also with Article 7, which deals with developing knowledge of cultural
heritage as a resource to facilitate peaceful co-existence by promoting trust and mutual
understanding with a view to resolution and prevention of conflicts (...).
This gives us another interesting insight into the global-local and universal-particular
dimensions. We belong to both dimensions, which intersect simultaneously. We experience

this dual belonging.

If there was once a perception of a local nucleus, with distant orbits revolving around it,

today the local nucleus has orbits that pass through it. Today, nuclear autonomy no longer

exists, as anthropologist Bachisio Bandinu points out, there is no longer an isolated core

safe from global communicative influences. The place, as a site, no longer has boundaries

to defend with an oppositional attitude... we are 'contaminated' by global communication.



Cinzia Carrus:

Now let's watch together an exerpt from the documentary, in which the evolution of the

so-called 'competition' is illustrated, i.e. how the phase in which there was a competition

with a prize to be won was overcome:

EXCERPT I FROM 'SA LIMBA DE SU RE'

Andrea Deplano:

Until the end of the 19th century, people lived by singing in certame, and the winner of the
competition received a piece of cloth.

Until 1896, in September, in Piazza Cantaréddu, in Oziéri: Antonio Cubeddu called

together the improvisers of Logudorese poetry of the time and, from that day onwards, the

competition was born.

At that point, the winning singer no longer earned a cloth: he received money, but since

everyone was equal, from then on all poets were paid equally. Thus, the certame died. The
competition was no longer a contest with a prize, as it had been before. From that date

onwards, there were no more poetry competitions, no more tenor competitions, no more

dance competitions, no more polyphonic religious singing competitions: the competition

died! It remained for a few more years, until the early 20th century, but the competition was

dead.

Tore Matzau:

Competition means “event”, okay..? There is no contest. That is, competition does not
mean contest. Competition, in quotation marks, is the performance on stage.
First of all, we need to talk about how a guitar competition is structured... right? It starts
with singing in D, which is the king of songs.

ma né signale de candela

s'idet in gianna peruna

(Voice: Pino Masala)

Tore Matzau:



It is probably the oldest song... I say probably because there is no written evidence to prove

it... it has always been known. This song here... as well as being very, very fascinating to

listen to... if you follow it right from the beginning, you can hear that the singer starts

slowly to warm up his voice. The song in D gives you the opportunity. The first song in D.

Then after the song in D, which normally lasts about half an hour, give or take a minute,

there is the song in Nuoresa.

Cando no t'ido ermosa

restat su coro miu palpitante

(Voice: Pino Masala)

Tore Matzau:

About this song here - again, from what I've heard - it is said that... some singers from the

area, when they went to sing in the Nuoro area... when people still travelled without cars,

using makeshift means of transport... they sang this melody that slowly emerged. There are

many theories, there are many rumours... this is one of them. And we need to see how... Ah!

It is the only song with a 3/4 time signature, like a waltz. It is the only Sardinian song with
that time signature.

ca s'istella brillante

paret chi siat pius luminosa

(Voice: Pino Masala)

Tore Matzau:

Again, after sa Nuoresa, Muttos de amore: a stornellata, where there is real joy, etc...

Una pianta rara

fiorit a manzanu

in sa ventana mia

Una pianta rara

un'istrinta 'e manu

cun vera simpatia

retzìde zente cara

Fiorit a manzanu



retzìde zente cara

cun vera simpatia

un'istrinta 'e manu

In sa ventana mia

un'istrinta 'e manu

retzìde zente cara

cun vera simpatia

(Voice: Tino Bazzoni)

Tore Matzau:

Here, you see, how it's constructed... And then there are various models such as the
Galluresa, which draws on songs from the Gallura area... The Tempiesina... The Filugnana,
which is the song of the old women, the washerwomen... Then you return to the song in D,

but this time you return with a warmer voice. And there the singer fires... pulls...! That's

where you captivate the audience... they wait for that moment, because the singer is mature.

That's what the crescendo is. If you break a link in this hypothetical chain, you almost have
to start all over again.

/---/

Cinzia Carrus: And here is another part that illustrates a phase of transformation, this

time related to the advent of the recording industry:

EXCERPT II FROM 'SA LIMBA DE SU RE'

Andrea Deplano:

The birth of the recording industry greatly changed Sardinian singing. In 1928, Antonio

Cubeddu and Andrea Nìnniri recorded the first album of improvised poetry. In 1929, in

Milan, a tenor group recorded five records containing almost all the expressive forms of
Dorgali polyphonic singing. Starting in 1930, Efisio Lara began recording launeddas
performances. Later, Testoni recorded Logudorese songs accompanied by guitar. From

1932 onwards, Gavino De Lunas' records appeared.



Singing was no longer done on the spot: everything had been improvised previously. The
Canto a Tenore no longer sang long pieces performed in the churchyard: its songs had to fit
within the duration of the recording medium. Logudorese singing with guitar lost the

charm of beautiful singing live on stage in the square, among the audience.

The transformations continue. In 1962, singing accompanied by the chitarrina and

organetto in Mandrolisai sets the example for an important transformation: the accordion
accompanies the guitar during singing evenings. From then on, this will be another way of

performing Logudorese singing evenings with guitar. Leonardo Cabitza and Nicolino

Cabitza are the architects of this innovation.

/---/

What is the dilemma of cultural heritage in the 'entertainment machine'?

Cinzia Carrus:

Deplano illustrates how the length of the songs is modified so that they can be contained

within the limits of the recording medium available at the time: the ultimate goal is sales,

of course, and so tradition adapts to the needs of the entertainment industry. The
dilemma of cultural heritage, which risks becoming stuck in the entertainment machine, is
also present in this case.

How does the writing of a documentary change depending on the type of documentary,
fiction/non-fiction?

Nicola Marongiu: We have already said that, in the case of our documentaries, the writing

is always as 'open' as possible, without any fictional elements.

However, the boundaries between different types and forms of documentary are not

always clear-cut. This has always been the case and is even more so today, both as a result

of technological advances and because of the different approaches that have developed

over time.



For example, there is the fake investigative documentary: it is presented as a documentary

reportage, but in reality it is a propaganda film. It is worth remembering that this is not a

contemporary invention, but today, not only is it within the reach of many to produce

such a product, it is also more 'appealing' for various reasons that we will not go into here.

As a result, it takes on a new relevance and should be investigated as such.

Depending on the degree of fiction and the orientation of the product, we have seen that

the writing can be more or less rigid. The more the documentary to be made corresponds

to the characteristics of a film about reality, the more the writing will be free from the

codified models of screenwriting, while in the case of more or less incisive mixtures with

fiction, it will instead have a role more similar to that of fictional cinema.

What are the main critical issues that can arise in the creative planning phase of a
documentary?

Creative planning is a very delicate phase.

One potential critical issue is the question of making the presentation of the documentary

appealing to the producer/client and tailoring it to the intended use and target audience.

These two points involve presenting a proposal to the producer/client that gives as

detailed an idea as possible of what the finished product will be, not only in terms of the

subject of the documentary but also its potential.

Consequently, the author of a documentary film finds themselves having to deal, on the

one hand, with the need to keep the script as open as possible; on the other hand, they

must take into account the producer/client's expectation of receiving a proposal with a

presentation or even a script/dossier, which cannot avoid containing 'fixed' points, and is

therefore binding with regard to the development and production of the documentary,

including the choice of stylistic approach.

What was the approach with another of your documentaries, 'Terra Strangia'?

'Terra Strangia' is dedicated to the master tile makers of a village in the Oristano area

called Silì. First, let's watch the trailer:



TRAILER FOR 'TERRA STRANGIA'

Giuseppe Casula:

There are so many secrets about hand crafted tiles... really...

Ruggero Carboni:

The natural habitat for a tiles maker was the floodplain. Most tiles producing centres are

located along a river, just like my village: Silì... and that’s because the river provides the raw

materials for the production of tiles: water, clay, sand... and straw, of course.

Angelo Tratzi:

It is a job that... well it was, because it does not exist anymore... it was a craft which forced

you to get up early in the morning, at 2 or 3 AM...

Linda Lochi:

I’m 13 years old in this picture, I was already grown up... I was already doing a woman’s

work...

Luciano Sanna:

We used to make tiles seven days a week. Monday, Tuesday, Wednesday, Thursday, Friday

and Saturday. We did not have to make tiles on Sundays: but don’t think that we’d get rest!

Claudio Puggioni:

My house was close to the kilns, so when I was a little boy I used to hang out around that

area... from 7, 8 years old to about 15... then they stopped to make tiles in Silì.

Antonio Sanna:

There were from 9 to 12 active kilns in Silì in those days. The daily quantity of baked tiles

was likely to reach a huge number for a handcraft activity, such as 100,000 tiles a day. Kilns

were located pretty much everywhere in Silì area... today, when we cross the Silì territory, we

cannot see kilns anymore.



Antonino Lai:

Who were the best tile makers? I will tell you straight out: Peppi Piras - my uncle -,

Srabadoriccu Sanna, Srabadori Sanna...

Giuseppe Casula:

The older guys really knew how to do their job... they did know how to talk... they did

know... how to work...

Ruggero Carboni:

The beginning of the 1960s economic boom resulted in migration of the young workers

towards Milan, Turin, Genoa and so on... they have had enough of working so hard for a

little money. Added to that, the factory “Ceramica Alquati” opened, and it had precise

production standards: Alquati tiles were all identical, all beautiful... this overtook our

traditional artisanal production in Silì... There are only a few of us left, and we have

commited ourselves to show how clay tiles were made in Silì.

Bernardina Murgia:

We are engaged to preserve and promote the memory of our ancient culture and activities.

We organise educational workshops for children and students; we do tiles-making

workshops as well as bread workshops. The most important thing is pass something on to

our kids...

/---/

Why is it important to understand the differences between documentaries, docu-fiction
and docudramas?

Nicola Marongiu: That is why it is important to be aware of the distinctions between

fiction, non-fiction, and the various types and sub-types: with the increasing tendency for

them to become mixed up and the public becoming accustomed to this phenomenon



(clients are not always experts!), it is necessary to be clear from the outset about the

objective and the means to achieve it.

This is important first and foremost in order to identify the most appropriate means of

realising the idea, but also to avoid misunderstandings. If you are working on commission,

especially in certain contexts, it is not uncommon to encounter clients who, believing they

have a good grasp of the terminology, ask you for a documentary, but actually intend to

commission a docufiction or even a docudrama. The planning, approach, production,

organisation, budget and bureaucracy all change. It is therefore essential to clarify the type

of product required, also on this level.

Only once this aspect has been clarified can we proceed to the first phase of writing,

which is more or less 'open'.

What questions and reflections arise in view of the apparent preference of the market for

fictional audiovisual products or, in any case, documentaries with a significant fictional

component, and with all the combinations you have mentioned, even in the field of works

dedicated to cultural heritage?

Cinzia Carrus: There are many questions and reflections. Can we say that 'pure'

documentaries are increasingly rare, that docufiction and docudrama have the largest share

of the market, precisely because entertainment is increasingly sought after rather than in-

depth analysis?

Is the pursuit of trends becoming increasingly marked, to the point of becoming an

essential requirement? Does everything have to be 'trendy' all the time, otherwise it is not

appealing? Or is there still room for cultural enhancement that does not aim to be

marketable at all costs, that does not flirts with current trends, that does not aim for

sensationalism?

Are medium-length and feature-length documentaries 'appealing'?



One language does not exclude another; we think that today there is room for both fiction

and non-fiction, for very short works and feature films, for video clips and in-depth

analyses and documentaries that do not claim to provide answers but stimulate

introspective reflections.

Dealings with producers and clients, it is never just interacting with company X or Mr or

Mrs Y; it is important to remember that we are dealing with some kind of power, and

here we return to Gilles Deleuze's words about 'subtraction' and the search for that

'Minor', and also about escaping the diktat of current events and 'trends', of adhering to

the image of 'one's own time'; Deleuze continues in 'Un Manifeste de moins':

Becoming, movement, speed, turbulence, are found in the middle (au milieu). The middle
is not a mean, it is an excess. Things grow from the middle. This was Virginia Woolf's idea.
And the centre does not mean being in one's own time, being of one's own time, being
historical; on the contrary. It is what the most diverse times communicate. It is neither the
historical nor the eternal, but the untimely. This is precisely what a minor author is:
without a future and without a past, he has only a becoming, a centre, through which he
communicates with other times, other spaces. Goethe gave Kleist severe lessons,
explaining to him that a great author, a major author, had an obligation to be of his own
time. But Kleist was incurably minor: 'Anti-historicism,' says Carmelo Bene. 'Do you
know which men should be seen in their own century? Those called major, Goethe for
example: he cannot be seen outside the Germany of his time, or, if he abandons his time,
it is to immediately reach the eternal.' But the truly great authors are the minor ones, the
untimely ones. It is the minor who produces the true masterpieces, the minor does not
interpret his time, man does not have a specific time, time depends on man: François
Villon, Kleist or Laforgue. Is it not therefore very interesting to subject authors
considered major to the treatment of minor authors, in order to rediscover their potential
to become? Shakespeare, for example...? It is as if there were two opposing operations.
On the one hand, something is elevated to 'major': a thought becomes a doctrine, a way



of life becomes a culture, an event becomes history. The aim is to recognise and admire,
but in fact it is normalised.

Can the documentary perhaps be included among those Minors?
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