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Building on the success of the fifth edition,
CinéWomen continues showcasing video
practice from around the world. As the
ultimate mirror-medium of our times, video
is all around us. Despite the proliferation of
mainstream cinema, independent films
continue to be made –radical, poetic, and
dreamlike films, whose directors work on
the edge of the mainstream film industry,
never restricting themself to any single field,
yet inviting the eye and the mind to travel
further. Cinema is no longer the monolithic
system based on large capital investiment:
in the last decade the technological
advances have dramatically changed the
economic conditions of cinema production.
Revolutions arise from obstinacy.
It is not by chance that today one of the
protagonists of the digital revolution in
cinema is a talented and courageous woman
director, Elle Schneider, co-founder along
with Joe Rubinstein of the Digital Bolex
Project, who after developing a cult-camera
harking back to 16mm film aesthetic -a
significant leap towards the democratization
of technology- is now promoting an
application process for a grant for producers
employing women in their camera troupes.
Only eight percent of 2014's top-grossing
films were directed by women: it's time to
reverse this trend.
However, cinema is not only technology, but
ideas, experimentation, and above all
dialogue, networking, interaction. Creating
and supporting a fertile ground for
innovation and dialogue does not necessarily
require compromise. Honoring the influence
of women in video art and cinema, our
womenartconnect.com editorial board is
proud to present a selection of powerful and
surreal visions from nine uncompromising
outsiders.
In these pages you will encounter details on
a new wave of filmmakers and videoartists
marching away from the Hollywood
stereotype, with films like Nothing by Marie
Louise Lehner; the visionary world of
Camille De Galbert;  an astonishing
documentary by Evgenia Killikh; the
Tarkovskijan atmospheres of Kathi Von
Koerber;  Lashes, an elegant short by the
young talented Christine Sherwood and
much more.editorial
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Based on the short story “Feathers
and Cigarettes” by Andrew Lloyd-
Jones, Lashes is an arousing cine-
matic experience, one that
deserves repeated and in-depth
viewings. Christine Sherwood's
talent as director shows itself in
the balance the act of narration:
she hares with Yorgos Lanthimos
the desire to look at the world in
new ways following a close
examination of reality, reminding
us of Maya Deren's words "It is
not the way anything is at a given
moment that is important in film,
it's what is is doing, how it's
becoming". We are pleased to
present Christine Sherwood for
this year's CinéWomen Edition.
Christine, tell us about your
trajectory as a filmmaker. What
inspired you to express yourself in
this medium?

To wrap someone up into a new
world, to a new story in just a few
moments is rather exciting. I always
liked the idea that it's not the length
of time you're in someone's life that
can have the most impact, it's what

you do with your time that matters.
Pound for pound, some of the most
impactful films I've seen have been
short films. The short film format has
been a great vehicle to develop a
discipline for storytelling. Very much
looking forward to continuing that
drive, discipline, and passion into
feature films.

When did you get in touch with
Andrew Lloyd-Jones's short story
for the first time?

In Autumn of 2012 is when I came
across 'Feathers and Cigarettes' by
Andrew Lloyd-Jones on Fish
Publishing's site. The story instantly
spoke to me and I knew I had to bring
it to life. Andrew and I met around
Christmas time. I had just recovered
from the flu, and with my voice barely
audible, I pitched my vision. Luckily,
even through my raspiness we shared
the same vision and 'Lashes' is the
result.

The characters in Lashes neither
want to nor can represent anyone
but themselves. You refuse the
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traditional kinds of dramatization
of contemporary cinema:
throughout your film you find the
most direct way to capture Ashes's
raw feelings. Can you introduce our
readers to the way you conceive
your characters?

Adapting a short story, I did look to the
wonderful characters Andrew created
as the main framework. Ashley is
trying to find herself as many of us had
at sixteen years old. No matter how
hard she tries however, her authentic
self kept shining through. Finding
clear, distinctive personalities for each
of the characters was crucial for me,
and one of the first things when struc-
turing the adaptation was creating my
own backstories for each of the charac-
ters. These helped create the blueprint
of each of their personalities which
flowed through their behaviours, their
dialogue, and in their reactions to what
is happening around them.

I did however create the character
Pete. Pete represented a reminder of
who she really was and provided a
balance to the two worlds she was
straddling.

Ashley is here marvellously
interpreted by Charlie Lewington.
Can you describe your experience
directing her?

Charlie has the brilliant capacity for
sitting into a performance. Simply
"being" without pushing. She doesn't
seek out the emotions. She steps into
the world and allows the situations and
interactions flow organically. Lashes,
being a realism coming-of-age needed
actors that were capable of organically
being part of that world. Teenage
angst is so easily over exaggerated.
Following her character Ashley on this
one day, it was important the audience
really stayed with her and felt the
depths of her emotion.

interview



Any exaggeration would haveruined
that connection the audience feels.
The first time I saw Charlie perform,
was in another London Film School
production. I called up the Director of
the other production, got her contact
details, emailed her and fortunately
she loved the script. She had dyed her
hair red for another production, so I
had to have her dye it back blonde and
cut her hair shorter so Ashley's
change in our film would be more
noticeable. Without hesitation she was
willing to do what was needed for the
film.We were so fortunate to have the
most lovely, talented, driven cast on
this film. Directing Charlie Lewington,
Scarlett Byrne, Jack Brett Anderson,
and Charlie Clarke play off each other
was a real pleasure as they were all so
brilliantly talented and collaborated
well in this journey.

Sonia 's striking use of light
andcolor depicts emotions and

feelings in places where dialogue
could not even scratch the surface.
We were impressed by your use of
tight shots in interior settings,
reminding us of Jean-Yves
Escoffier's cinematography in
Mauvais sang (Leos Carax, 1986).
How did you collaborate for this
film?

It was imperative that we maintained
a realism look and feel to the film.
We wanted to go on a journey with
Ashley in this one day in her life.
Every choice we made had to keep us
connected to her and in her world. The
key element with lighting was to
maintain a natural realistic look.
However we did address some of the
intricacies. When she was inside was
when things were slightly cooler in
colour. She was being disappointed by
someone. When she was outside, we
experienced a more honest true to
herself Ashley.

cinéwomen/15





Lashes is my graduation film from London Film
School. I had been working on another script
when I came across the short story “Feathers and
Cigarettes” by Andrew Lloyd-Jones, which won
an award with Fish Publishing, and knew
instantly I had to adapt it, and share this
cinematically. The protagonist, whom I named
Ashley was so raw, disturbed and in a place and
time in her life where she is figuring out who she
is. Her journey has her transforming from trying
to fit in to figuring out that she needs to walk
away from all that nonsense and be herself. I
loved that she wasn't a good girl caught up in
something bad. To me, that’s not real. Ashley is a
real girl. She’s flawed. She has a foul mouth, an
attitude problem, and until she stands up for her
self can sometimes be a pushover. That is when
she’s not doing the pushing herself.

Exploring Ashley in her own world, in her own
life, in this one-day, where she has come to a
realisation that the road she was on, was a false
one for her. Even if you’re a young, directionless,
foul mouthed kid, figuring out who you are is
what everyone is trying to figure out. Sometimes
well past their teens, which is why I think
everyone can relate to Ashley. Her journey goes
from being messed over to emerging from the
chaos with a better understanding of who she
was. That's not to say she won't continue to
explore and learn and find herself in more chaos,
but in this one day she learns a little bit more.

It was very important for me to portray Ashley as
who she is. To capture her raw feelings. The
moments when she refrains from saying
anything to the times that she lashes out. Too
often women are not represented authentically.
We come with scars, and bruises. Some visible,
some not. Each one represents a journey, a story,
and discoveries. Real raw emotions; regardless of
gender, or genre is where I find the truly
interesting stories to be.

“

”
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The use of natural sunlight helped
heighten those moments. And finally in
the bathroom scene where she goes
from not only dealing with betrayal
from both her friend and her boyfriend,
but makes the decision to reclaim her
true self, we went for a darker, more
intimate feel while still maintaining a
level of realistic lighting tones.
Jean-Yves Escoffier's cinematography in
Mauvais sang (Leos Carax, 1986) help
you stay tight and intimate with the
characters. Which is exactly what we
were looking to do with Lashes.
However, we wanted to maintain that
intimacy with Ashley the entire way
through. There's only one shot in the
film that is either not from Ashley's POV
or has a at least a little bit of her in the
frame. Even that one shot was still
capturing the fallout from when Ashley
lashed out and we saw the potential
consequences of her actions,

maintaining that link to Ashley. Pre-
production took 6 months.

Sonia and I agreed that before we did
casting, before location scouting, before
the  majority of what needed to be
done, we had to establish the look an
the tone of the film. That would be the
soul of the project which everything
would work around. And it did. Sonia
and I actually had a sleepover at her
where we got into our pyjamas, ate lots
of food, had a few beers, then
proceeded to watch and discuss every
film that helped express what we were
each looking to achieve or in some way
influenced some of our thoughts on
what we wanted with this film. Really
helped us get into each others head.

Did any specific director appeal to
you? When we saw Lashes we
immediately thought of Vera



Chitilova, her playful yet utterly
subversive sensibility. Another film
that came to mind was Polanski's
Repulsion, especially for its
expressive camerawork…

As filmmakers, Chitilova and Polanski
are very inspiring. To notice the
nuances we took so much time to craft
and explore in Lashes and then to think
of their work, is quite an honour, and I
thank you. In Lashes, Ashley is a
teenager, full of angst and trying to
discover herself. However, I wanted to
make sure we always caught a bit of
lightness to her. A sense of brevity, and
playfulness. That's what reality is after
all...multifaceted. The cinematography
was crucial in presenting that, and
every shot very specifically chosen to
express Ashley's emotional journey.

How long was the project?

The films length is 20 minutes.
Found the short story at the end of
2012, filmed May 2013, submitted a
nearly finished version of the film for
my MA in Filmmaking at London Film
School in July 2013, however, due to
time and monies, completed the film
beginning of 2014. We filmed 6
locations, some of them exteriors in 4.5
days, never once running over in time.
Fantastic cast and crew.

Can you describe your experience
of studying filmmaking at the
London Film School?

London Film School has a strong
exploration for world cinema and a
great practical and comprehensive
approach to the craft. Developing the
skills and discipline, working together
in a collaborative process, while
exploring our own sense of indivi-
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duality is what drew me to the
programme. We started off filming
Black and White on a 16mm Aaton, to
35mm SuperAmerica, and more
recently they've incorporated the Arri
ALEXA. We learned to build studio
sets, production design, sound design,
and editing. Narrative to documen-
tary. I've worked on films throughout
my time at LFS in every capacity.
Name it, I've done it.

London Film School has played a
huge part in the development of some
of cinema's greats worldwide. From
Mike Leigh, Michael Mann, and
Duncan Jones, to Cinematographers
Roger Pratt, and Tak Fujimoto and
many more. When you work every
aspect behind the camera, whether
being the director or being the spark,
you not only gain a huge appreciation
for the amount of work and collabo-

ration that each position plays a part
in, but knowing the capabilities of
each of those departments I feel can
make you an even stronger Director if
that's your path.

We would like to catch this
occasion to ask you to express
your view on the future of women
in cinema. For more than half a
century women have been
discouraged from getting behind
the camera for decades, however
in the last decaded there are signs
that something is changing. What
is your view on the future of
women filmmakers?

Strong women, from the beginning
fought hard to find their place in
filmmaking from Alice Guy-Blaché to
today's pioneers. It's a really exciting
time for women. Not only is societal
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changes occurring, but with the
continued development in digital
filmmaking. Digital filmmaking is
providing greater access to those
who may not have had the means to
pursue filmmaking a chance. I love
shooting on film, and very much hope
to have the chance to do so again.
(We filmed LASHES on the Arri
Alexa, due to budgetary restraints.
Shooting on film would have been too
costly for this project.) Filming
formats is a whole other discussion,
but when digital helps provide the
means for those oppressed or dis-
couraged (be it women or different
communities) to share their voices,
their stories, their perspectives, I
think we are all greater for these
new explorations.

There is the discussion of overflow of
content, but I believe good content

will always find a way to shine
through. Access just helps broaden
the definition of whom good content
can come from.

Thanks for sharing your time,
Christine, we wish you all the
best with your filmmaker career.
What's next for you?

I really appreciate the opportunity to
talk to you, and really pleased you
enjoyed Lashes. Currently, I am in
various stages of two other short
films, and I am also working on a
script, which will be my first feature
film. Like Lashes, these all have
aspects of realism to them regardless
of genre. Character development and
raw emotions is the driving factor for
all my projects.

cinéwomen/15
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Camille de Galbert is a graduate of
the Conservatoire National de Région
de Grenoble, France, in
contemporary dance (2000). She
continued her dance training in New
York at The Merce Cunningham
Studio. As a result of a knee injury,
she renounced a dance career and
turned her artistic attention to
drawing and video projects as a self-
taught artist. She then applied her
interests to cinema and moving
image techniques at the NY Film
Academy.

Camille de Galbert’s art is at the
crossroad of multiple disciplines.

Her works on paper are direct and
objective extensions of her life;
they are not comments,
observations, or judgments; they
are remnants of the archeology of
her past and spirit. While her
videos offer ethereal ideas of her
spirit, these works on paper offer
material testimonies of her actions.

In these pieces, her creative
intention finds its form in an object
with weight, a time, and a place.

Through the years Camille’s craft
has grown to blend moving images
into a choreography of light, music,
and words. She carries-out
experimental videos impregnated
with the unconscious, the oneiric,
her journey as a dancer, as well as
her life in the United States, where
movements, expressions, sounds,
shapes, and faces collide.
Director’s Statement

SIMON is a genre-crossing,
dizzying dive; an inside-outside
passage through dance. Passage
from the imaginary to the real,
from childhood to adulthood.
SIMON is therefore an inevitable
redemption: a meditation, the
initiation ritual of a character who
faces his own accidents. The body
is inhabited by the constant
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movement of the imbalance into the
fall. The gloves drop, multiply, pour,
and fall. Hackneyed gestures, infinite
shifts from the body. From the
camera. From the inside outwards.
Incessant inside & outside. An actor
prepares for his final entry onto the
grand stage. We follow him on his
inner journey, from the dressing room
to the stage. The opening scene is a
tribute to Pina Bausch. The dark
chairs draw on the floor as human
shadows. These chairs are us; our
humanity, our fragility, our clashes,
our excesses. The man falls, gets up,
falls again. The man dances with his
own life, with his desires and
surprises. He dances with the
elements, with his fears and inner
impulses. Music is the central axis of
my work. It is my primary source of
inspiration. It is the music that sets
my creative process in motion and
gives it its rhythm.

The figure of childhood appears
through the character of the little
dog. This dog is the benevolent soul,
the reassuring angel that accom-
panies us and who we care for. And
the rampart to solitude, or to the
sense of abandonment.

Here is the pillow that consoles.
Feathers, flakes. It is also the
animalistic part of the dancer who
rises and falls, gets up, and finally
stands up to face his own life.
No one is more alone than the actor
who enters the stage. No one is more
alone than the child who’s about to
join adulthood. And when the
imaginary joins reality, the figure of
childhood explodes.

Seamlessly shifting between fantasy
and reality, SIMON exemplifies
Camille de Galbert’s distinctive
approach to narrative, which



deliberately exploits traditional
notions of dramatic tension, leading
audiences into a dreamscape where
reality and imagination are
inseparable. The electric filmmaking
genius Camille de Galbert makes an
earnest attempt to fuse poetry and
film: every shot in SIMON answers to
emotional impulses, estranging the
narrative almost in a Brechtian way.
We are honored to present Camille de
Galbert for this year's CinéWomen
Edition. Camille, from the first time
we watched SIMON, we were struck
by your visionary approach to
cinematic time and space: can you
tell us something about your
trajectory as a filmmaker?

I was exposed to art and culture from a
very young age. My mother is an artist
and my father a contemporary art
collector. I studied dance for a very long
time and remember there were always

videos or films incorporated in the stage
design. To me cinema and filmmaking is a
combination of all these mediums, a
mixture of painting, movement, theater,
and moving images and feelings. I have
always been drawn to them. I moved to
the US when I was 18 to attend the
Merce Cunningham Studio and at the
time, I was also starting to experiment
with drawings and painting in parallel to
my dance studies. After a severe knee
injury I had to quit dancing and find new
ways to express myself artistically. Film
was attractive as it offered this
combination of movement and visual
esthetics.

I often work on my films and experi-
mental videos by creating abstract
drawings or mood pieces on paper. It all
comes from the inside and is usually very
personal. My biggest challenge is to
articulate these visual ideas into
traditional film scripts, it’s a constant
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work in process, and it can sometime feel
like a big puzzle that needs to be put
together so other people can understand
my vision.

After 10 years of dance conservatory
in France, you moved to New York to
attend the prestigious Merce
Cunningham Studio. How did you
background as a dancer has affected
your cinematic imagery?

Contemporary dance is a dialogue
between space and movement. It is also a
way to address the problematic between
our body, time and the environment that
surrounds us. I remember improvisation
workshops and performances were a
crucial way to explore one’s own capacity
to move and express oneself. It is through
this experience that I’ve learned to
express myself artistically and came to
filmmaking. Body and music are
paramount in my work, I use them to

create a pace and structure in the
images.

SIMON is a visual and arousing
cinematic experience. From the first
time we watched your film, we were
deeply fascinated by your visionary
approach to cinematic time and
space. How did you develop the
‘script’ and the structure of the film?

I wrote the script trying to imagine myself
in this character that is continuously
fighting between his conscious and
subconscious. I had a clear idea of the set
and environment he would evolve in.
From the start, I knew what I wanted him
to do and feel. It was more about
articulating all these small scenes
together and bring some narrative
elements. I didn’t want to have a pure
experimental piece and worked hard to
create an hybrid between experimental
and narrative film.



Can you introduce our readers to the
Aria Series?

The word Aria means a progression in a
musical movement. The Aria Series is a
three part film series, each featuring a
different main character, all linked by
their inner journey, and their fall or
elevation through different layers of their
subconscious. This series is meant to be a
metaphor about our struggle to
comprehend and understand our
subconscious.

Simon Courchel did an excellent job
making this film above all a very
human one. Can you talk about your
creative relationship with Simon and
how it has evolved through your work
together?

I knew I wanted to work with Simon
Courchel even before writing this short.
We are both from France and have a very

similar dance background. We spoke
about the story and the psychological
state of this character and worked on the
actions and movements through a series
of improvisations and rehearsals. We kept
what worked and adjusted on set during
the shoot.

Can you describe the shooting of Two
Days Contigo?

We shot the interior scenes first and the
exterior the next day. It was a bit
stressful as we were pressed by time on
both days. I had to make quick decisions
about cutting or adapting some scenes
and actions but it also brought some new
and interesting angles on the initial ideas.
The second day was hard physically for
Simon Courchel, it was freezing and he
had to run and fall repeatedly on the
snow for several scenes. He’s used to this
type of intensity on stage but the weather
and the long day of shooting really
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pushed him to his limits. Having real
snow on set versus using set design
magic also forced him to adapt his way
of moving, running and dancing.

These hard conditions nonetheless
brought stress and pressure - both
positive and negative - which helped
put him in his character.

Your talented DP Michael Belcher
shot SIMON on a RED Dragon
camera with old Russian Lomo
anamorphics from the late 70’s, the
same lenses used by Tarkovsky in
his last films. From a visual point of
view, SIMON is marked by an
elegant use of wide angles and
static shots. We have been deeply
impressed by the natural feel of the
cinematography: in particular, we
have appreciated the way he uses
practical sources in interior shots.
Can you describe his approach to

lighting? How did you collaborate
with him?

Mike is not only a great technician, but
also an artist. We have the same artistic
vision and approach. SIMON being my
first short film, it was reassuring and
motivating to have his support and trust
from the start. He believed in my vision
and understood what I was trying to
create. For lighting, we had two
locations to consider: interior and
exterior. For the interior location,
Michael  collaborated with the art
department to build the lighting into
the set, so that practical sources could
be used almost exclusively and achieve
an honest image. For the exterior
location, we wanted overcast,
shadowless light.

We didn’t have the resources to control
the sun over that large of an area, so it
was a matter of good fortune that we
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had a mostly cloudy day.  For camera
movement, we asked ourselves...When?

And why? Mike and I paid close
attention to the meaning and effect of
the camera movements we employed.
We tried to be disciplined, because we
didn’t want to communicate to the
audience that we were simply capable
of camera movement. It’s too easy to
clutter films with meaningless visual
flair. We wanted to create a more
restrained visual language, so that
when the camera did move, it was a
purposeful and more powerful choice.

Your film opens with a clear
reference to the work of Pina
Bausch. The scenes flow like an
ongoing assembly, cutting abruptly
from one to the other changing
perspectives: via a succession of
brief encounters and apparitions we
come to see Simon's emotional

detachment from the world. How
did you conceive the character of
Simon?

Simon, the character of this film, is
completely imaginary and metaphorical.
He is a man that’s torn by melancholia
and solitude.   I wanted to show his
inner struggle and show both his
physical and psychological suffering.
He’s trying to reach and look for
something that’s inaccessible, the scene
with the gloves that keep falling from
his pockets is a good example. He
cannot control his environment and
everything around and inside him
becomes out of reach.

SIMON is a film which favours a
psychoanalytical approach,
seriously exploring the poetic
potential of the cinema. Your
striking use of temps mort depicts
emotions in places where words or
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dialogue could not even scratch the
surface. Can you comment this
distinctive mark of your filmmaking
style?

Sometime words are not enough to
express what and how we feel. Body
language can fill this void and explain
the inexpressible.

What do you want people to
remember after seeing SIMON?

I wasn’t looking for a specific message
when writing and directing this film.
Through SIMON, I tried to express a
feeling, a state of mind, an inside-
outside passage between dream and
reality. I wanted to explore a part of our
collective subconscious. It is what I
want people to remember. Each viewer
will react differently, there are several
levels of interpretation for this film.

Simon is full of references ranging

from Pina Bausch to Derek Jarman.
You quote, not intellectually, but
emotionally. Can you tell us your
biggest influences in art and how
they have affected your work?

I discovered Pina Bausch when I was a
kid and she did influence me a lot. I
think she understood everything. I like
this quote from her: "It is almost
unimportant whether a work finds an
understanding audience. One has to do
it because one believes that it is the
right thing to do. We are not only here
to please, we cannot help challenging
the spectator."

LIGHTHOUSE FILMS is a stunning
crew. Can you tell us something
about the story of your group?

LightHouse Films is a New York based
production company and director’s
agency that represent me as a director.
They always believed in my work and

Michael Belcher (DP) and Camille De Galbert



have been very supportive from the start
even if I only had experimental video
work and no actual commercial or films
under my belt. Thibaut Estellon, EP on
SIMON and partner at LightHouse
supervised the film from start to finish
and did an amazing job bringing all the
crew and talent together and make this
first short a success.

For more than half a century women
have been discouraged from getting
behind the camera, however in the
last decades there are signs that
something is changing. What's your
view on the future of women in
cinema?

Women had always been as talented as
men, we just didn’t have equal access to
these opportunities. I believe female
filmmakers can bring new visions and
approach to cinema and deserve the
same support and respect as male
filmmakers. Our generation is making

progress toward gender equality but it
takes time to change a society and a
culture established over centuries.

Thanks for your time and thought,
Camille. You are currently working
on the next chapter of the Aria
Series. Can you tell us something
about this amazing project?

I’m currently writing the next one,
MARIE, who will have more narrative
elements through a double layer story
and series of dream-like scenes. The
main character will be a female this time
and she will be supported by a
mysterious man. It will still feature
psychological exploration and experi-
mental elements but it will be a much
more complex and elaborate film.

The passage between interior and
exterior will still be present as in SIMON
but this time more literally as it will be
between life and death.
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The film “Ridden by Nature” is a
tribute to the elements that compose
the earth, bringing to the forefront the
currently strained relationship of
humanity with the earth’s ecology in
hopes to inspire state and community
action in response to the current
environmental crisis. ‘Ridden by
Nature’ witnesses the immense power
of the earth’s biosphere through the
art of film, dance and music, revealing
the fierce and sacred existence of these
visually stunning environments.

With its expressive location
photography and sophisticated editing
style, Ridden by Nature is a
transporting experience. Using specific
locations as inspiration for larger
emotional inquires, Kathi Von
Koerber creates an emotionally

complex meditation on the relationship
between man and nature, resulting in a
work at once raw and deeply poetic.
We are pleased to present Kathi Von
Koerber for this year's CinéWomen
Edition. Kathi, tell us about your
trajectory as a filmmaker. What
inspired you to express yourself in this
medium?

Ridden by Nature is an ode to the earth
and all the life and beauty it spawns.
Dancing in nature is a vehicle to allow
the earth to communicate through us. The
dancer becomes the extension of the
earths energy and the synergy co-created
within this symbiosis. In the 90s I spent
time in China studying calligraphy and
landscape painting. The ancient masters
depiction of nature in its magnificence
though monumental paintings, the human
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is always depicted as perspectively small and
as a part of nature. The word  "Qi" in
Chinese that we in English can translate to
spirit, the force of energy is what binds these
realities together. It was with this intention
the film was made in order to preserve the
longevity of this union and prayer. It is a
form of remembering where we come from
and where we wish to go, being a citizen and
guardian of this beautiful planet.

Ridden by Nature is the result of a ten-
year collaboration between Kathi and and
butoh master Atsushi Takenouchi. Can
you talk about your creative relationship
with Atsushi and how it has evolved
through your work together?

I met Atsushi in 1997 when touring Europe
with my performance group at the time
called the Ransom Corporation together with
the co-creators the Kuffner brothers from
New York. It was at a time where we as

group of young artists, dancers, filmmakers
from all over the world where exploring
movement, poetry, and ritual as a form to
interact with nature, and awaken the viewer
in their dialogue with what is greater than us
humans on earth. Upon meeting Atsushi and
Hiroko in Paris, it was a kindred meeting,
where it seemed inevitable that we needed to
dance together, a collaboration was waiting
to be unravelled.

I there upon invited him for 7 years
consecutively to hold workshops in the
wilderness of upstate New York, where we
together pushed the limits of dancing in
nature with people from all over the world.
Dancing in Rain storms, dancing on rivers,
camping and dancing for 7 days,
performances in the the rawest of nature,
with no music, no choreography; attempting
to reveal each dancers carnal existence to the
soul and spirit of the earth.



As a filmmaker it seems imminent to archive
these times, and slowly it gently evolved into
the making of the film 'Ridden by Nature'.
Taking the time to Travel and visit sacred
sights around the United States and dance
the requiem and memory of the earth and its
different biospheres. In the many years that
we have known each other, we have inspired
one another and mirrored one another in
dialogue with nature and creation. It has
been a great inspiration to find a brother like
Atsushi who is willing to be a spirit dancer
throughout all the ties of his life. There
really is no other way.

We have been deeply impressed with the
structure of the film. Did the film unfold
before the camera, or were you already
aware of these various pieces of the
puzzle?

Thank you. As a film maker and dancer I
believe in improvisation. And that is only a

term given from an analytical point of view.
In other words "Leave space for the
unspoken to be expressed or seen". When
filming in nature under the conditions we
were working, where storms come and go,
currents of wind and water change,
temperatures below -20 degrees Celsius, ice
bergs falling; you can only hope and pray
that we will be at the right place at the right
time. It is also a very joyful and demanding
process to watch the signs and listen to what
the earth would like for us to demonstrate on
film. For example when we were planning
the trip to Alaska and Hawaii where the
majority of the chapters Air, Fire, Water and
Spirit were filmed we were planning to film
the Volcano Pele as its lava enters the sea.
One of the few spots on earth where this is
accessible to see. When we finally flew to
Hawaii it was the first time in 26 years that
the lava flow stopped flowing into the sea
that week. Incredible the message.
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Somehow the direction of the film became
even more focused on the necessity,
importance and sacredness of water. The
spirit of water, the life force, the vitality and
the respect towards its immensity. In essence
the water cools and calms the fire in us, in
this earth and in reference to all our
emotions, our fiery society alchemized of
gold, money, ore and petroleum to mention a
few. There were so many of these stories and
signs, you could ask about each location and
there is a story that we can tell; either by
how the energies of the earth spoke to us, or
by the guardians of the land, or the myths
and history that came with the specific
sights. The earth is a very very sacred land,
and it speaks. Butoh is a vehicle to listen to
the source. In effect I give thanks for the
earth being so patient with us, for us to learn
to read what might look like a puzzle.

Your film features intense editing and
camera work, reaching spectacular visual

heights reminding us of Vittorio De Seta's
experimental documentary cinema. How
did you develop your filmmaking style?

The filmmaking style is based on the
philosophy of Chinese landscape painting
and the flow of Qi. One breath, for each
letter in Calligraphy is an entire single brush
stroke. It embraces the entirety. Nature is
greater than man, and honoring the infinite
perspective of nature, and its grandeur.
James Ewen the camera man I met in
Mozambique on the island of Archipelago,
while he was filming the manatee under
water. I was struck by his independent spirit,
and interest to film such a shy and hard to
see mammal that is so special. When I
invited James to join us in Alaska to film
humans on icebergs he was inspired, and the
challenge of binding an environmental film
with humans spirit essence was close to
filming animals in nature.
I am a romantic and thanks to great teachers



as Benjamin Hayeem in the 90s in New
York and inspirations as Maya Deren, the
editing was a magical process of weaving
time, motion and color with sound. As in
Butoh allowing us to move beyond
limitation of form and reason.

Can you describe the shooting of Ridden
by Nature? What was the most
challenging thing about making this
documentary?

Making Ridden by Nature was not a
challenge in fact it was a dance. It is true
when we started in 2003 I never thought of
how it would complete itself. I was open. It
was a story that needed to be told.  As an
independent production we danced to film,
and we filmed to dance. What I find more
challenging is bringing it into the world, as
an artist I am not a marketing agent. The
film is here to last and be seen by those who
are willing to search and see. I find the film

industry sometimes quite disheartening, as
the genres it classifies as film, take the
imagination away from the viewer. If you
were to ask a film documentarian if this film
is a documentary most would say no.
There for it is a dance of trusting to simply
make a film of this nature. A film like Butoh
that defies tempo and speed as we know it.

Matyas Kelemen did an excellent job
assembling this film with visionary
editing. How did you work with him?

Thank you. Matyas is an old friend of mine,
we have been working together since the late
90s in film and editing. He has a deep
understanding of film and sound being a
profound tool to evolve consciousness. I am
very greatful to him for giving the final push
to edit this film to its completion, as he was a
big supporter and believer in making the
final post production possible. Matyas has
been there for the first Butoh workshops
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with Atsushi and documented our nature
dance artists in residencies back in the day.
Matyas has an incredibly good eye for
color, and feeling the thread of the story
line, that weaves itself through the pulse of
the film. Together we spent many hours
discussing and assembling the film,
allowing the film to tell its own story.

The palette of your film is dominated by
blue tones. Can you comment this
peculiar aesthetic choice?

It is a choice we made, as we like to push
the film to mirror the hue of the real eye.
The colors to pop little. It gives a sense of
16 mm, more romantic to the viewer. The
blue also bringings forth a deep inner
reflection, and an underlying note of the
presence of water.

The old Mini DV format brings the film
a grainy, vivid look. Why did you choose
this format?

We chose to shoot at 24p, as an artistic
form to recognize the rawness of nature.
As much as I love HD it is hyper accurate,
and eaves little room for the audience to
imagine. There is something dreamy and
innocent that I like to leave the space for
imagination. Sometimes the lack of
accuracy allows other senses to be more
awakened.

Your hypnotic imagery reminded us of
Bruno Dumont's early films. Can you
tell us your biggest influences in cinema
and how they have affected your work?

 Maya Deren’s” Meshes of the afternoon"
and the "Divine Horsemen”, “Soy Cuba"
Segeui Urusevsky the camera man and his
style. Filmmakers like Zhang Ymou and
Wonk Kar Wai. Jean Cocteau’s "The blood
of a poet".There are so many inspirations,
but here to name a few.

For more than half a century women
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have been discouraged from getting into
filmmaking, however in the last decades
there are signs that something is
changing. What's your view on the
future of women in cinema?

I am very optimistic about women in
Cinema. Just like Women in Butoh. Where
ever we look the healing of the woman is
to feel safe to express her views, and I like
to add in a sacred way, as the nature of the
woman is to nurture and educate. As all
people were born through the mother, i
hope very much that this message will be
portrayed by women in Cinema. That it
holds a place of value as constructive,
beautiful and inspirational for all young
people. Assisting women to understand
why we need healthy women and men to
maintain planetary equilibrium. Women in
cinema bring a flavor of unexpectedness,
and we need this in life. We women think
different, more circular and our nature is to
weave the facets of life together, bringing

harmony to even the most challenging
aspects of life.

Thanks for your time and thought,
Kathi. We wish you all the best with
your filmmaker career. What's next for
Kathi Von Koerber? Have you a
particular film in mind?

Thank you for giving myself and the film
an opportunity to be portrayed by you.
I feel "Ridden by Nature" is a blue print
for future projects. Currently we are
planning to make project in South America
where I live, with the indigenous peoples
dance and nature. Also we are teaching
workshops, based on what can be seen in
the film, for participants to access their
own potential and activate nature that has
been deforested, mined and desecrated.

www.riddenbynature.com
www.kiahkeya.com
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I have always been interested, and
have always admired people who
devote their entire lives to their art.
These people create wonderful things
and spend all their time creating
future bestsellers, breathtaking
movies and paintings and music that
resonates for centuries into the
future. It seems like these artists are
married to their work and I find that
amazing. What could be better than
to make your own dreams come true?

So I decided to write a story about
one of these types of people who are
dedicated to their craft. This is a
story about a young ambitious
woman, Sophie, who wants to become
a true writer. She has one last
chance to write a bestseller or she’ll
be out of a job. As she begins to
write, she becomes too focused on
her book and her real life is pulled
out from under her. She tries to find
out why the real life people she is
writing about are disappearing from
her life but, will she be able to
distinguish what is real and what is
her imagination?  As all writers do, I
was living along side the character I

was writing about. I tried to get into
Sophie’s head and understand what
would she feel. And, as a result, I had
a funny, and at the same time,
strange experience. At one point, I
was writing until the middle of the
night. A couple hours later after I
went to bed, I woke up and for ten
seconds, my room seemed empty and
I thought that I was just lying on a
bare mattress. Of course, after I
focused my eyes everything looked as
it normally did, but the experience
was unforgettable. In that strange
moment, I couldn’t understand how
and where everything had
disappeared so fast. Then, I caught
myself thinking what if it wasn’t just
things? What if it was people?

For me, this experience was very
jolting and surreal.  I used a lot of
close ups to highlight Sophie’s inner
emotional state, her obsessive nature
towards her work, which becomes
more real for her than the world
outside her door. She lives with her
book and her own made up
characters are real people to her. I
left some room for the audience to
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interpret either her present expe-
riences  are simply perhaps her
boundless imagination or if her devo-
tion to her work has left her without
the very people she is now writing
about? I think Sophie’s character is
an extreme example of a writer who
is living out her protagonist.  With
regard to cinematography I chose
mainly soft, light colors to create a
dreamy look along with softened
edges of the frame. I wanted the
audience to watch the film and to
feel how Sophie sees the world as
much as possible. This is a film
about writers and all types of artists
whose art becomes their life.

Moodily sensual cinematography
and subtly expressive performances
make Oblivion an ambitiously

constructed meditation on the
blurry boundary between life and
art. Delicately weaving fiction and
reality, this psychologically pene-
trating work from Lilia Danet
follows the story of Sophie, a  young
ambitious writer. We are proud to
present Lilia Danet for this year's
CinéWomen Edition. Lilia, tell us
about your trajectory as a film-
maker. What inspired you to express
yourself in this  medium?

I have always found it easier to express
my thoughts and emotions visually,
rather than verbally.  Like they say, a
picture is worth a thousand words.
Visually, with a single shot, you can
show  something versus spending much
more time describing it through words. I
think this is magic and a  game at the



same time, when actors help you
reconstruct the world you have
concocted and all you  have imagined
becomes real and a part of you.

I remember in high school watching
Requiem for a Dream by Darren
Aronofsky and I remember how that
movie impressed itself upon me. And
then, in 2006, when his new movie
Fountain came out, I  couldn’t think
about anything else but cinema. It is
still my favorite  movie.  For me, film-
making, don’t get me wrong, is like
playing with a dollhouse but now you
have grown up  and for the embodiment
of your fantasies, you get to use real
people, actors. In movies you can  give
free reign to all your emotions; you can
do everything you are afraid to do or
say in real  life. It reminds me of my

character, Sophie, who uses her
imagination to the extreme when she
drifts between reality and her fantasy
world.  And again, it reminds me of
Darren Aronofsky’s Black Swan and
further, Natalie Portman’s character
when she drifts between who she really
is and her character in the ballet
company giving all of  herself to the art
she lives within.   I think his movies
have inspired me the most to express
myself within this medium.

We want to take a closer look at the
genesis of your film: how did you
come up with the idea  for Oblivion?

I have always been interested, and have
always admired people who devote their
entire live to art.  These people create
wonderful things and spend all their
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time constructing future bestsellers,
breathtaking movies, paintings and
music that resonates for centuries into
the future. It seems  like these artists
are married to their work and I find that
amazing. What would be better than to
make your own dreams come true?  As I
mentioned above, in movies you can
give a free reign to your emotions more
than in real life.  You can speak to a
large audiences of people what you
want to say, and hope that they will
take  something away from it. You give
away a solid piece of your inner world
just to give a fifteen  minute story.  So, I
decided, why not to dedicate my first
movie to those creative artists who
devote their  entire lives to the craft
they are faithful to.  I had been writing
lots of scripts, switching between ideas,
trying to choose what would be better
for my first film. Then, I caught myself
spending all my time thinking about film

and not living  life. And I actually
enjoyed that, and that was a little
frightening.  As I said before, it was my
first project and I wanted to make it
good; I wanted to prove to myself that I
could do something  worthy.   Also, I
have always thought  that no matter
what, a person should go after what
they are  passionate about. Your social
circle can change, you can live in
another city or country, or other  areas
of your life, which you can’t control,
may fall through, but having a job you
are passionate  about makes your life
mean something to yourself. You can
dive into the work and forget about
everything, like Sophie did. But, Sophie
is an extreme version like in Aronofsky’s
Black Swan.

Oblivion features a clear and
original storytelling. How did you



develop the script and the  structure
of the film?

As all writers do, I was living alongside
the character I was writing about. I
tried to get into  Sophie’s head and
understand what would she feel. And, as
a result, I had a funny, but at the same
time, strange experience. At one point, I
was writing into the middle of the night.
A couple of  hours later, after I had
gone bed, I woke up and for around ten
seconds, my room seemed empty, and  I
thought that I was just lying on a bare
mattress. Of course, after I focused my
eyes everything  looked normal as it
always had, but the experience was
unforgettable. In that strange moment, I
couldn’t understand how and where
everything had disappeared to so fast.
Then, I caught myself  thinking what if
it wasn’t just things that disappeared?
What if it was people? For me, this

experience was very jolting and surreal.
Developing my script, I had to let my
instincts flow. I gave freedom to my
emotions. In all  honesty, during
production there was a different scene
order. But when we began the post
production process I switched some
scenes. Doing this it made the film
emotionally stronger. So  for this film,
the final draft of the script, like they
say, wasn’t finalized on set but during
post production. As a director, I like
how there is the ability play with the
footage, creating  tension in the film
where you hadn’t even thought to put it
while writing the original script.

What was the most challenging
thing about making this film?

The most difficult thing about making
this film, I believe, was to show which
world was real and  which world was
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Sophie’s imagination. I used different
color temperatures to show the
differences  and to make it easier for
the audience to see the distinction. It
was also challenging to make the
actress trust me so that she listened to
my directions right away and gave all of
herself  emotionally without even
questioning, not even asking if it was
too much or maybe not enough. I  got
lucky with Maria; she is an excellent
actress and we had a great artistic
collaboration. It  was a pleasure
directing her.  The other big challenge
for me was pre-production since it was
my year one film and I was  producing
my own movie as well. All aspects of
pre-production were new to me. By
myself, I needed  to build a crew, do
casting, and all the other necessary
tasks besides directing. I made
mistakes,  I learned so much from

finishing this film. I felt myself to be
much more experienced after this.

From a visual point, we have been
deeply fascinated with your use of
close-up shots, imparting
unparalleled psychological intensity
to Oblivion. How did you develop
your visual style?

My inspiration came from Krzysztof
Kieslowski and his movie Three Colors:
Blue. I like the way he  uses close ups to
show the emotions and reactions to the
things that are happening around the
character. For me, it looks very real and
natural. It gives me the feeling that I’m
not just  watching a movie but
somebody’s life through a window. And
the realistic tone makes things become
more intense and psychologically edgy.
I think that this style makes the



audience become more  deeply involved
into the story.

Through this inspiration, I used a lot of
close ups to highlight Sophie’s inner
emotional state,  and her obsessive
nature towards her work which
becomes more real for her than the
world outside  her door. She lives within
her novel, and her own made up
characters become real people to her. I
left some room for the audience to
interpret that either her present
experiences are simply  perhaps her
boundless imagination, or that her
devotion to her work has left her
without the very  people she is now
writing about. I think Sophie’s
character is an extreme example of a
writer who  is living out her own
protagonist.

What do you hope viewers will take
away from the film?

To appreciate what they have.
Sometimes, being too concentrated on
our own work we don’t realize that we
don’t spend enough time  with those
who are really important. We think that
others can wait but with time, we begin
losing  bonds with them. We say like
Sophie ‘‘People come and go but your
books are always with you’’ and  then,
we find ourselves completely alone, just
with our art.

Your cinema is rich of references.
When we watched Oblivion we
immediately thought of Athina
Rachel Tsangari's imagery. Can you
tell us your biggest influences and
how they have affected your  work?
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My biggest influences are Nicolas
Winding Refn, Tom Tykwer, Pedro
Almodovar Ron Howard,  Christopher
Nolan and as I mentioned above
Krzysztof Kieslowski and Darren
Aronofsky. I really  like Tom Ford’s
Single Man and how he uses extreme
close ups, and changes the color palette
during  the shot. He adds saturation
during the scene to show the main
character’s point of view to the  world
around him.  As you can see, I selected
a wide variety and they might seem like
they have nothing in common.  But I
find different amazing elements in
every movie by these directors. I have
never tried to  repeat what they do but I
think that some of their stylistic choices
have plotted themselves  somewhere in
my mind and I use these fragments
subconsciously.  When I go to set or
create a shot list I don’t think about
who’s style I want to mirror. My vision
began earlier, while writing the script.

Page by page an image settled into my
mind and by the end  of the script, I
knew how I wanted it to look like. I
created a new world and every new
world  always looks different. Style
depends on the director and his/her
personality as well. So for me,  it’s
never harsh, bright and toо sharp of
colors.

I prefer to use fairly mild, soft but cold
palette with an accent towards blue. I
prefer blurry edges if they fit the story.
I also like  using some small crystals on
the edge of the lens  or in front of a
light to give a fairytalish  style of
lighting. I enjoy a mild and dreamy look
in general.  So for Oblivion, I used
mainly soft, light colors to create a
dreamy image along with softened
edges of the frame. I wanted the
audience to watch the film and to feel
how Sophie sees the world  as much as
possible.
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For more than half a century women
have been discouraged from  getting
behind the camera,  however in the
last decades there are signs that
something is changing. What's your
view on the  future of women in
cinema?

I think that in this era of equality, no one
should question if women are capable of
being good  filmmakers. It’s not a gender
issue. All we needed was just the ability
to express ourselves, to  have a right to
speak up and not be hidden in a home
sheltered from a man’s world. We all are
equal. We all have something to say and
we all have the right to live the life we
choose. I even  believe that women bring
something new to cinema.
We are very emotional and intuitive
which can  also bring something new to
a character or an actors performance.  I
truly hope that there are no future
obstacles in our way of creating art

within cinema. By getting a BAFTA and
an Oscar’s for the movie The Hurt
Locker, Kathryn Bigelow has proved to
us  that the glass ceiling is shattered and
women are not worse off than men in the
movie industry.

We wish you all the best with your
filmmaker career, Lilia.  What's next
for Lilia Danet?

I’ve shot another film as a thesis project
in my school. The film is called Love To
Live. It’s a  sci-fi fairytale. The film is in
post production now and it is waiting for
its last visual affects  to be completed.
After that it is going to go into the
festival circuit. Also, my friend and I
have written another short and we are
planning to shoot it in November 2015.
Right now I’m also  writing a feature.
Let’s see how it goes.  I really appreciate
you taking the time talk to me. Thank
you very much.
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Winner of “Kolik” award, newspaper award
of “Die Oberösterreichischen Nachrichten”
and honourable mentioned multiple times
in context of “Sprichcode” award for young
authors. Participated in the Austrian days
of the audioplay, with the short piece
“Womit wir schlafen, oder wir ficken einen
Staat” (With whom we sleep, or we fuck a
state). Directed a couple of audio- and
theatre plays in Vienna and Linz. Published
in several anthologies, such as the annual
book of Literature in Linz “2014 Facetten”
ed. Brigitte Schwens Harrant, in “Kolik
Zeitschrift für Literatur” (Austrian journal
for literature) ed. Gustav Ernst, and in the
publication “Die Türen des Tages” as part
of the “Sprichcode” award for young
authors, ed. Leo Kieslinger.
Marie Luise Lehner studies creative writing
at the University of Applied Arts Vienna.

From the first time we watched
Nothing, we were fascinated by Marie
Luise Lehner's quiet and
observational style: the whole film is
rendered through an elegant game of
silences, looks and gestures,
reminding us of Théo Angelopoulos's
sparse and poetic imagery.  We are
pleased to present Marie Luise
Lehner for this year's CinéWomen
Edition. Marie Luise, tell us about
your trajectory as a filmmaker. What
inspired you to express yourself in
this medium?

I’m a writer. I study language art. (Which
is similar to creative writing) at
Universität für angewandte Kunst Wien. I
think Filmmaking is an extension to

writing. I like combining media and
literature. At first I made theatre and
then audio plays, before I finally dared to
do something for screen. “Nothing” was
my very first film and I really wanted to
use the means of film to show what
writing cannot express. In literature, it’s
very hard to capture silence. Or not-
talking in between people. There are
always ways to describe it, but in film I
felt that there are many more possibilities
of making the audience feel silence.

How did the idea for this film came to
your mind?

As I mentioned before, as a writer, I
experienced that there are limits to
literature which I wanted to cross. While I
can have a blank space in between
sentences, to visualize a void or a gap, I
can try to put it into words. In film I
actually decide for example, how long do
I want my audience to look at this gap.
How intensive do I want it to be seen? I
think ‘Nothing’ is a story about these
gaps. For me, it is a film about nonverbal
conversation. That’s why We used
different means of communication, like
the talking to a bird, reading to each
other, listening to sounds together,
writing to each others legs, or even
conversing  speaking with a baby.
It was challenging to visualize a void
those things; therefore, I wanted to give
it a try. It is very hard for me to answer in
a satisfying way, if I’m asked what this
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film is about. Since the movie is about
gaps, it is also a film about the baleful
feeling, preceding the first cracks in a
relationship. We wanted to make a film
about the silence before an escalation.

In your film drama is stripped down
to its essential elements in order to
introduce gaps and temps mort. We
have deeply appreciated your radical
take on narrative, capturing the
action with an artful detachment.
How did you develop the ‘script’ and
the structure of Nothing?

In the first place, the text to “nothing”
consisted of a few scripted scenes with an
idea of development. Since the story
doesn’t end, it was hard to tell the story
in a coherent way. During the production
phase, the order of the scenes made more
and more sense. Since the whole team,
which worked on the film was very new to
that genre, we didn’t really know how
long the shooting would take. So, we
scheduled a lot of time for the filming. On
the first day, we were very fast and

decided to shoot more scenes. We filmed
in my flat and some of the crew members
moved in for that period. So on set, in
between the switched of lights that were
standing around my bed, I started writing
new scenes that were shot during the
next days as well. So my writing started
to respond to the atmosphere and the
other way around. I was very grateful to
the mood everyone was in, the crew was
very aware of the essentials in the film
and everyone was very respectful and
sensitive with each other. We grew
together like a short term family, every
night many of us were cuddling together
in one of the many beds the flat has.

We have found stimulating your
peculiar use of literary quotes in
Nothing, which immediately
reminded us of Godard's cinema. Can
you tell us something about this
aspect of your film?

I write a lot of many short prose lists. At
some point in the very beginning, I
decided that wanted to use some of that



material to in the film. There is actually
just one quote, which is openly shown as
one, when the main character reads from
an Aglaya Veteraniy book, a poet I really
adore. Another quote is from a is shown
in the film, it’s a book by Sarah Kane,
which it is just shown very shortly. It’s
the book the main character takes her
pen out to write on the other girl’s leg
that she wants her to leave.

 In the process of writing, it made a lot of
sense to quote both of those writers, as
they were both suffering from depression
an killed themselves later in their young
lives. This also gives another note to the
problem the main character’s self-
problems. It is not told what it actually is,
but the audience is confronted with this
constant uncomfortability about herself,
which is also shown through the way she
binds her breasts, or holds herself in the
naked scene in the end.

Your film details, with a sense of
impending doom, the routine of two

women through a series of very short
dialogues: your actresses did an
excellent job, how did you work with
them?

The whole crew for “nothing” was a
rather nonprofessional one. Luzia
Oppermann who played Vera, the blond
character, was probably the most
experienced person in film. We didn’t
rehearse much. I just wanted both of the
main actresses to understand the deeper
sense of the film. We met a few times
before we started to shoot, to talk trough
all the scenes and to rehearse a bit. My
main aim was to introduce them and to
bring them closer together. As they didn’t
have a lot of text, I wanted them to feel
the right way in front of the camera. Both
of them, Lillian Kaufmann is actually
more experienced with theatre, seemed
to get themselves in the mood of the film.
This continued on for a short time after
shooting. I didn’t want them to play
something very different from their
characters, so they wore a selection of
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their own clothes. Lillian told me later
that it was very hard for her to wear the
bonnet again, which she wore during
most of the sequences in the film.

For both of them, it was the first time,
they shot a sex scene, so we tried to make
it a comfortable as possible. During the
shooting of thouse scenes all the crew
had to wait silently in front of the door,
while just Phillipp Bevanda, the DOP, and
me were in the room with them. They
were very nervous about it, so we
watched queer sex scenes the day before
and tried to make it as comfortable as
possible.

Did you rehearse a lot with the shots
you prepared in advance?

I once had a discussion with a filmmaker
for whom I just write the script for his
next feature film. He is much more
experienced then me, but he works very

technique focused, always using steady
cams and he has a very big crew. We had
very different ideas on how to treat actors
or how to speak to a crew. I think I’m
approaching films in psychological
focused way, I want everyone to feel
something, before we can start to shoot.

I think this only works out with a small
team, which knows each other. I think
one does not need to rehearse much, if all
the people are fond of their part. That
also means that the people doing the
light, or the sound totally reflect the
atmosphere, which the actresses need.
An interesting thing during the making
was, that I thought we should rehearse
and then, at the first rehearsal it totally
worked out, so we rehearsed less and
less. Since the film was made with a
budget of 1000 Euro, which is basically
nothing, we tried to use all the time we
had, to get the best out of it.



We have previously mentioned Théo
Angelopoulos, can you tell us who
among international directors
influenced your work?

The film was less influenced by directors,
than by photographers. As you might
have realized, we quoted Nan Goldin a
lot. I adore her work and from the
psychological atmosphere of her imagery,
I totally felt that it fitted perfectly to the
atmosphere in between the couple
depicted in our film. Before they have
sex, we had this short shot of a book
showing the actual Nan Goldin picture,
which we rebuilt in our film twice. One
lies in bed, looking at the other one. After
sex, Lillian Kaufmann in the role of Katja
smokes, in the other situation they look
on the screens of their techniqual
devices. It’s a picture of total loneliness,
even though they could be very close. The
original picture of Nan Goldin is from her
cycle of images is titled “the ballad of

sexual dependency”. It is a work about
the loneliness after sex, it is a visual diary
chronicling the struggle for intimacy and
understanding between friends, family.
Not one of the pictures on the walls in
nothing happened to be there by chance,
we also have an image of Diane Arbus. A
few quotes were lost during the cut of the
film. Concerning the angles we filmed
from, Phillip Bevanda, my DOP and me
talked a lot about Ulrich Seidl. In the
scene where to cars come towards the
camera and Katja waits at the streetlight,
I thought of Tetro by Francis Ford
Coppola. He has this important scene in
Tetro, where the main actor runs towards
the lights of cars.

What do you hope viewers will take
away from the film?
Something very real. Many women came
towards me after the film and told me
that they felt captured by the film. I think
it’s a topic, which is very hard to get into
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words. We tried to create images when
words couldn’t capture the emotions to
be expressed. A male filmmaker, who
saw the film told me, that he thinks just
a woman was able to make this film.
Maybe that is something I want to give
to the audience, a very female gaze.

For more than half a century women
have been discouraged from getting
behind the camera, however in the
last decades there are signs that
something is changing. What's your
view on the future of women in
cinema?

I just talked about the female gaze
before. I think this is something we
didn’t experience a lot until now. I think
the images we get are very often highly
influenced by a male point of view. So
I’m very pleased that there is this scene
of young female directors emerging,
who dare to enter this male dominated
field. As in most of the other male

dominated positions, women step
forward make themselves more and
more visible. This is important, and will
hopefully lead to more female main
characters. As women, we’ve been
trained to put ourselves in a male main
character’s position. I think we are at a
point where men have to learn this the
other way around.

Thanks for your time and thought,
Marie Luise. We wish you all the
best with your career. What's next
for Marie Luise Lehner? Have you a
particular film in mind?

My DOP Phillipp Bevanda and me are
currently working at the preparation of
our new film. “Kaugummizigaretten”
(chewing gum cigarettes) in which my
10 Year old sister will play the main
character. It is going to be a film about
the adolescence of a girl in a conflicted
environment. My sister is an amazing
piano player and she is going to play the
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character of a Post-Pippi-Longstocking
in an environment of stoned parents
and communal living. The idea for the
film was influenced by the image
“candy cigarettes” of Sally Mann, an
American photographer from the
80ies, who became famous for the
black and white photos she took of her
children.

Currently we look for money to
produce the short film, which we want
to shoot in the beginning of October
2015. During our cooperation on
‘nothing’, Phillipp Bevanda and me
found out that we perfectly match in
making films. While I am responsible
for the artistic ideas, direction and
scriptwriting, he does the techniqual
arrangements. He is great in using the
camera and we build the scenery
together. While I create an image in
my head, he is amazing in setting the
perfect lighting and the focus of the
camera. He also assisted me in
directing –mostly concerning the cut.

Since we both are not very experien-
ced yet, it is good for us to have
someone else standing on each other’s
side. I’m happy that we continue
working together. The script for the
new film is nearly finished.

Currently I’m researching popculutral
references from Astrid Lindgren
movies to “Lola rennt”, visual Sally
Mann quotes and quotes from books
for children and grown ups. In
“nothing” we worked together with a
composer, Franziska Schwarz, who
made the music for the film. In this
film we already have a few people in
mind, which we want to feature and
recompose, together with our ten year
old main character, children songs as
“Faul sein ist wunderschön” (It’s won-
derful to be lazy) from Pippi
Longstocking, which is often played in
an anarchistic and punk context.
“Kaugummizigaretten” is a film about
a child, but it’s going to be a very
grown up topic.
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With its disturbing take on narrative,
Nightrunners is an emotionally pene-
trating journey to the darkest corners
of human mind. The story is simple, yet
the implications of its characters’ emo-
tions are profound. An ambitiously con-
structed, elegantly photographed
meditation on otherness, Nightrunners
is based on a true legend of a remote
Kenyan island. We are pleased to pres-
ent Rowan Nicole Nielsen for this year's
CinéWomen Edition. Rowan, you
worked in the television, film and com-
mercial industries for over 15 years,
can you tell us about your trajectory as
a filmmaker?

First of all, thank you so much for the selec-
tion.  I am incredibly honoured to be part of
this year’s CinéWomen Edition.
My career trajectory is a fairly convoluted
one — typical of many filmmakers.  I have a
fairly extensive martial arts background and
so my entrance to the industry started with
performing stunts.  It was primarily for in-
dependent film, there wasn’t much in the
way of safety standards and I usually got
paid in coffee and pizza, but I was hooked.
Everything about bringing the story to life
was fascinating to me.  I was finishing my
degree - a BSc with a Biology major, inci-
dentally - but I realized that what I wanted
was to tell stories using film.  I took acting
classes and got an agent.  I booked a few
small roles which usually consisted of char-
acter names like “ND Cop #2” or  “Female
paramedic”.   Roles for 6 feet tall, athletic
women were scarce.  Shocking, I know.   My
friend, Jesus Basuel, and I formed a produc-

tion company and started to shoot a SciFi
Adventure web series called BlazeXPD.
This was about 15 years ago.  We were
working ahead of the curve.  But we made a
valiant effort.  We released about a dozen
webisodes before we ran out of money and,
to a certain extent, hit the limits of existing
technology as most people at that time real-
ly didn’t have the bandwidth to support
streaming video. But I learned so much
from that experience in producing, writing,
directing and acting.  It was an amazing
filmmaker’s bootcamp and extraordinary
experience in doing a lot with very little.

Around that time, I was hired as the Volun-
teer Coordinator for Out On Screen, which
runs Vancouver’s Queer Film and Video
Festival. This was an eyeopening introduc-
tion to a whole community of people telling
really bold stories in incredibly innovative
ways.  Probably the biggest lesson for me
working at the festival is that there isn’t
necessarily anything special about being a
filmmaker; there’s no one path to getting
there. The only quality you really need is
bravery and the only thing you have to pos-
sess is a story to tell.  Following the festival,
I was hired by Canadian director, Nettie
Wild, as the Distribution Coordinator for her
documentary, FIX: The Story of an Addicted
City which focuses on the implementation of
a safe injection site in Vancouver, Canada.
Nettie had developed a novel and very grass
roots approach to distributing the film.
Each screening would be followed by a com-
munity forum with the audience, providing
an opportunity for viewers to ask questions
of local experts on the relevance and neces-
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sity of harm reduction techniques within
their community.  This is one of the fin-
est examples I know of the power of film
and the important synergy that can exist
between arts and activism.

Working with Nettie Wild was inspiring
but for me, but it also highlighted my
lack of technical skills in filmmaking.  I
did what many people might consider a
step backwards.  I attended Film School
at the Centre for Arts and Technology in
BC and spent the next 2 years earning a
diploma in filmmaking with a specializa-
tion in directing.  Aside from acquiring
foundational skills, the main reason that
I wanted to attend the school is that San-
dy Wilson, the writer and director of the
award winning Canadian film, My Ameri-
can Cousin, was one of the main instruc-
tors.  Sandy was an amazing mentor and,
as one of the earliest woman feature
filmmakers in Canada, she was an inspi-
ration.  Sandy’s philosophy was really
“Don’t wait for permission. Just do it.
And then keep doing it.”  I think that’s

really relevant for a lot of us working in
the arts today.  You can’t wait for some-
one to invite you.  You have to make it
happen.  And then keep making it hap-
pen.

After film school, my career took a spin
to the commercial end of the industry. I
worked on a commercial that was shot in
Vancouver, though most of the key crew
was from Toronto.  This was a huge
shoot with a crew of around a 150 peo-
ple.  I was a “lowly” production assistant.
but it was a great opportunity to observe
all the other players in action.  More film
school, really.  I worked hard and at the
end of the shoot, the Producer and Pro-
duction Manager suggested that if I ever
found myself in Toronto, they’d have
work for me.  About a month later, I
called up the PM and said I could move
across the country and be in town in a
week.  He had work for me the day after
I arrived.  I worked on commercials for
about a year and half, working my way
up the ranks.
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Then I was offered a job in lifestyle televi-
sion.  I was hired as a Production Coordi-
nator and worked my way up to Field
Director and Line Producer.  This experi-
ence gave me the skills to market myself
as a director.  That’s how I landed a fairly
dreamy job of Directing an LGBT travel
show.  I was able to travel the world, was
paid relatively well and had enough time
between shooting tours to return to  my
screenplay writing.
During this time of globetrotting, I was
able to pick up smaller projects such as
directing a web series called In The Grid,
which was enough of a foray back into the
scripted world that it served as a remind-
er of where I truly wanted to go.

At this point in time, Carole Aeschelmann,
my producer, and I established our own
production company with the goal of pro-
ducing scripted works.  Thus,
Plus8Pictures was established.  Ironically,
our first contract was for a series of com-
mercials for Winners, featuring the
singer/songwriter, Nikki Yanofsky.  De-

spite our intentions to delve into the scripted
world, this wasn’t something we could pass
up as a young production company. It was an
amazing experience and I was thrilled to re-
turn to commercials as  a Director.  But Car-
ole and I refocused on the narrative world.

We started submitting my scripts to various
programs and development initiatives and my
Sci Fi Thriller script, LUCID, was accepted
into the WIFT-T (Women in Film & Television
- Toronto) Development Incubator program.
The DI program was a week long affair featur-
ing several different experts in the various
areas of the film world including a story editor
to fine tune the script.  We took the latest
draft of the script and shopped it around. Now
as it turns out, not many people will fund a
first time feature filmmaker for an elaborate
Science Fiction script.  But I received great
feedback on my writing and was encouraged
to start with something a little smaller bud-
get.  That was the impetus for Nightrunners.

We want to take a closer look at the gene-
sis of your film: how did you come up with
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the idea for Nightrunners?

Basically 2 things happened at the same
time.  The first is that after so many years
of writing, directing and producing in film
and tv, I felt ready to make the leap to
feature filmmaker. As I wrote above, the
first script that I submitted   was a
sprawling science fiction thriller called
Lucid set in the near future and requiring
a hefty budget. Unsurprisingly, no one
wanted to gamble on us. But the script
was considered well written and it was
suggested that we try our hands at some-
thing with a smaller budget. So I had to
come up with another idea. Write another
script.

The second thing was that around that
time, my partner, Karin Tuira, and I had
just returned from a volunteer trip.
Through Dr. John Geddes, who founded a
not for profit called CanAssist African Re-
lief Trust, we met up with several wonder-
ful women doing amazing work in East
Africa.  One of these women was the late

Mama Benta Odhiambo on Rusinga Island,
Kenya.   Mama Benta founded the Kanyala
Little Stars school and orphanage.   We were
incredibly impressed with Mama Benta and
grew very close to her and her family.

But while we stayed on Rusinga, we started to
hear campfire stories about these beings
known as nightrunners.  When you’re already
feeling off balanced and out of your element
you’ll hear the reason why you can’t leave the
compound at night. Yes, it’s about safety.
But, no, it’s not thieves or rapists or armed
terrorists that keep the locals locked indoors:
it’s the gang of local witches known as night-
runners.  It’s the nightrunners that you should
fear.

Now I’m not by nature a fearful person.  But
when all of the safety of modern conveniences
have been ripped away from you and you’re
lying on your cot in the pitch black African
night with the complete absence of whirring
white noise, you can hear EVERYTHING for
miles and it’s easy for your imagination to run
riot in that soundscape.  The crunching of



gravel under stealthy feet sounds as
though it’s right under your window. The
thousand different animal bays, roars,
screeches, and howls seem to surround
you.  And if, after a moment of breath
holding silence, you think you hear the
simple, rhythmic CLACKING of a stick
dragged across the corrugated tin roof of
your house, you can easily imagine that
the nightrunners are visiting you.

That complete terror at an unknown and
unseen foe hits you in a visceral way and
takes you back to the time when we were
all afraid of the falling darkness.  And it’s
that basic human fear of things that go
“bump” in the night that the actual night-
runners prey on.  While the nightrunners
are unique to East Africa, the premise is
universal and the filmic possibility was
planted in my brain. Back home in Cana-
da, we wanted to raise money for Mama
Benta and the Little Stars orphanage, but
we figured out pretty quickly that the tra-
ditional method of cap in hand, earnestly
asking for money for orphans in Africa
was a road overly travelled.   But I real-

ized that there might be a way to accomplish
both dreams — make a feature film and assist
the orphanage school — at once.

I emailed mama Benta and asked her what
she thought of the idea of me writing a story
based on wazungu (foreigners) visiting the
island and encountering these nightrunners.
And then we would come back and film the
movie on the island, hiring the locals for the
majority of the cast and crew positions while
showcasing the natural beauty of the area,
and profit sharing — should we be so lucky.
Mama Benta was thrilled at the idea and be-
gan organizing a Kenyan Nightrunners Movie
Secretariat. So essentially, Nightrunners was
created at the intersection of arts and
activism.Carole and I then approached two
Executive Producers, Thomas Walden and Er-
ic Birnberg, of High Park Entertainment.  Af-
ter reading the script and hearing our plans,
Tom and Eric immediately understood the
scope of Nightrunners and offered us their
enthusiastic support of the project.  A few
months later, we were scouting on Rusinga
Island.  A few months after that, we were in
production.
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We have been deeply impressed with
your enigmatic approach to narrative
and characters. Your film features a
brilliant, layered script. What’s your
writing process like?

Thank you for the lovely compliment.  I’m
not sure that I have any single writing
process, really, other than a very prag-
matic one of:  Sit bum in chair.  Hit keys.
Save. Repeat.  Any story generally starts
with a “What if…?” for me.  And then it’s
about giving my characters just slightly
more than they can handle.  I know I’m on
the right track when the words are pull-
ing me along, rather than me pushing the
words.

I’ve always been a firm believer in the
idea of subjective reality; we create our
own truths.  It’s important that a story
reflects that. In the case of Nightrunners,
I wanted to put the audience in Isobel’s
reality but still hint at other possible per-
ceptions of it.   The character of Jessica
was particularly helpful for that.

Also, the folklore surrounding nightrunners in
Kenya is something of an enigma with convo-
luted and often conflicting stories about who
the nightrunners are and what they actually
do, so it was important to maintain a certain
level of the authentic mystery within the film.
For the locals on Rusinga, the consistent
thread to their beliefs is that the nightrunners
are frightening people who tear through the
darkness to wreak havoc  with an array of su-
pernatural powers.  Beyond that, the local
custom seems to be: bring your own worst
fears to the party.  I wanted the film to reflect
that aspect of the folklore: the murky mystery
of it all.

Nightrunners is set on a remote Kenyan
island: throughout the film you use spe-
cific locations as inspiration for larger
emotional and philosophical inquiries,
can you introduce our readers to this par-
ticular aspect of your work?

Rusinga Island is very remote and very impov-
erished.  And yet, all the usual aspects of life
occur; people still need to work and buy food



and sleep and even use the washroom.
But there’s very little that a young, shel-
tered woman from western society — like
Isobel — would recognize in Rusinga.

Here in North America, we rely so much
on shaping our environment to suit our
needs, our habits and our schedules.  But
that level of formal structure and immedi-
ate gratification doesn’t exist on the is-
land.  So what happens to an individual
who relies on familiarity and structure
when even the most mundane thing, like
grocery shopping or using the toilet, be-
comes a nerve wracking experience?
That was a question that intrigued me.  I
wanted to strip away all the things that
Isobel relies on — to remove her safety
net objects — and leave her vulnerable to
the island and the people in a way that
she would never be in her home environ-
ment.   When a person is forced to inter-
act with the world without any of their
usual armour in place, will that vulnera-
bility lead to a new strength or at least
new wisdom? To answer that question, we

went about placing Isobel in scenarios of es-
calating levels of anxiety for her, while simul-
taneously removing her objects of safety.
Essentially, Isobel has to face her fears and
phobias in order to be distilled down to her
vision of her true self.

How did you conceive the characters of
Isobel and Jessica?

I am dedicated to telling stories about women.
So I knew that my protagonist would be a
woman. Since the film is, in part, an examina-
tion of otherness, I knew that she had to be
the last person you would expect to see in an
impoverished, potentially dangerous and high-
ly remote part of Kenya.  She had to be some-
one who didn’t fit in even when she was
surrounded by people of similar background
and upbringing.  She had to be someone who
likes her routine and basic amenities, some-
one who is easily startled by novelty and
change.  She had to be someone who was
used to standing alone even when she’d des-
perately rather not be.  But she still had to
have a core strength to her and a curiosity.
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And so Isobel was created.  But because
we ride so much on Isobel’s POV and be-
cause it becomes an increasingly subjec-
tive POV, I didn’t want to completely
demonize the local Rusingans in the film.
So we needed a foil to Isobel, someone to
hint at the kindness and fun and accep-
tance that exists on the island.  So fun-
loving, carefree and slightly self-indulgent
Jessica came along for the ride.

Can you tell us something about your
use of offscreen sound?

We knew from early on that sound would
be just as important as the picture for
Nightrunners. The story does focus on
things that go BUMP in the night and our
innate fear of the darkness.  Being im-
mersed in a world where lighting, and
therefore being able to see your sur-
roundings, is often not possible was an
important part of our story.  But you still
need to know that something is out there,
something unknown, something potential-
ly terrifying.  I’m also a firm believer in

the idea that everyone has their own individu-
al fear imagery.  The more I can keep you fo-
cused on your own fears of what might be
lurking in the darkness (rather than showing
you my particular version), the higher that
level of anxiety will be.  So using the sound-
scape from an unseen menace was a key ele-
ment in maintaining that heightened anxiety.

My friend and incredibly gifted composer,
Gavin Whelehan, and I had long discussions
about how we could use sounds to fill in the
picture, if you will.  And Elyse Saley, our edi-
tor, added her own audio flare to help build
the unseen world of the nightrunners.  In the
sound edit, we worked with two amazing
soundscapers, Christopher Guglick and Ste-
phen Traub to add the audio elements to flesh
out potential sources of Isobel’s fear and con-
fusion.   We actually had a lot of fun taking
standard sound files and even human voices
and distorting them in a variety of wild ways.
And let’s face it, on a micro budget, creative
use of sound can carry a lot more of a film
than most people would credit.



As an example, in the scene where Isobel
is lost in the maze of the fishing village
homes,  we placed increasing layers of
sounds that rise with Isobel’s anxiety.
Some of them are contextually relevant
like crying babies and an arguing couple.
But if you listen closely, you’ll also hear
sounds like a dentist drill — which is obvi-
ously not at all realistic to the location.
But most of us have an unconscious re-
sponse to it that is completely in line with
the emotional context.

Shooting a feature film is always an
impressive feat. What challenges did
you face while making your Nightrun-
ners?

This question actually made me laugh out
loud.  We had so many challenges: filming
on location in rural Africa, very little run-
ning water or sanitation, limited access to
electricity, working with a language barri-
er (as English is often a 2nd or even 3rd
language for most Rusingans), working
with children who had school to attend —

the list goes on and on.  Luckily, we had a
very creative and resourceful team.  But I can
give you a sampling of our experiences.

Because of our budget restrictions and be-
cause we wanted to hire as many locals as
possible, we brought a a skeleton crew of 10
of us from Canada:  our executive producers,
Eric Birnberg and Thomas Walden, who came
in shifts with Eric doing the first half and Tom
the second half of our 3 weeks of shooting,
Carole, producing of course, Michael LeBlanc
our cinematographer, Craig Passfield, the
media manager and stills photographer,
Justyna Ogorkis, our Line Producer, Ryan
Birnberg doing Boom Op and sound assist
and, of course, our two Canadian leads, Mandi
Nicholson & Grace Glowicki.  We hired Edna,
our Location Sound Recordist, and our Ke-
nyan lead, Neville Misati, from Nairobi, Ke-
nya.

All the other cast and crew positions were
filled by folks from Rusinga Island – none of
them with any previous film experience.   For
perspective, on Rusinga Island, one of the And

cinéwomen/15



so Isobel was created. But because we
ride so much on Isobel’s POV and because
it becomes an increasingly subjective
POV, I didn’t want to completely demon-
ize the local Rusingans in the film.  So we
needed a foil to Isobel, someone to hint at
the kindness and fun and acceptance that
exists on the island.  So fun-loving, care-
free and slightly self-indulgent Jessica
came along for the ride.

Shooting a feature film is always an
impressive feat. What challenges did
you face while making your Nightrun-
ners?

This question actually made me laugh out
loud.  We had so many challenges: filming
on location in rural Africa, very little run-
ning water or sanitation, limited access to
electricity, working with a language barri-
er (as English is often a 2nd or even 3rd
language for most Rusingans), working
with children who had school to attend —
the list goes on and on.  Luckily, we had a
very creative and resourceful team.  But I

can give you a sampling of our experiences.
Because of our budget restrictions and be-
cause we wanted to hire as many locals as
possible, we brought a a skeleton crew of 10
of us from Canada:  our executive producers,
Eric Birnberg and Thomas Walden, who came
in shifts with Eric doing the first half and Tom
the second half of our 3 weeks of shooting,
Carole, producing of course, Michael LeBlanc
our cinematographer, Craig Passfield, the me-
dia manager and stills photographer, Justyna
Ogorkis, our Line Producer, Ryan Birnberg
doing Boom Op and sound assist and, of
course, our two Canadian leads, Mandi Nich-
olson & Grace Glowicki. We hired Edna, our
Location Sound Recordist, and our Kenyan
lead, Neville Misati, from Nairobi, Kenya.

All the other cast and crew positions were
filled by folks from Rusinga Island – none of
them with any previous film experience.  For
perspective, on Rusinga Island, one of thebest
jobs that you can hope for is that of a teacher.
Teachers make the equivalent of about 2 to 3
dollars a day.  We hired locals for cast, crew
and support staff at a rate of 5 to 10 dollars a



day.  Obviously, this was a mutually bene-
ficial situation.   Aside from making what
they considered an excellent wage, the
Rusingans also received training in vari-
ous film & TV related skills.  However,
the learning curve was steep – for every-
one.   None of our Kenyan cast and crew
had ever worked on a film set of any kind.
None of them had even seen a film set of
any kind.  But by the end of the shoot, our
crew was industry standard and a few of
them went on to pursue jobs in the broad-
cast industry in Nairobi, Kenya’s capitol.
Others stayed on Rusinga but used their
wages to improve their lives in some ma-
jor way.  As an example, Big John, our
gaffer and camera assistant saved all the
money that he made from the shoot and
used it to buy a small parcel of land and
materials for a house.  He had previously
been renting a small hut.  When we re-
turned to Rusinga this summer to screen
the film for the cast crew, John was very
happy to show us his new home. Since we
were working with a micro budget, we
had a really tight shoot schedule.   We

filmed for 3 weeks.   And even if we’d wanted
to extend the shoot, we couldn’t.  The Kenyan
elections were coming up and our Kenyan
producers didn’t want to risk having us in the
country in case there was another series of
violent protests as there had been in the pre-
vious election.  So we had 3 three weeks and
then a hard stop and there was very little
chance of reshoots or pick up shots - a bit of a
pressure-cooker.

We also had a very limited amount of gear
because it had to fly over with us and we real-
ly couldn’t afford much in the way of excess
baggage.  But we knew that if we forgot
something, it was unlikely that we’d be able to
get a replacement.  When you’re packing light
on gear, you obviously don’t bring things like
sand bags to weight the light stands.  In the
end, we had so few lights and moved so quick-
ly that we often simply had one of our crew
members hold the light.  This system worked
really well until one day there was a much
stronger wind than usual and a light stand
tipped over on my head, knocking me to the
ground.  I wasn’t knocked unconscious but I
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was a little fuzzy for the rest of the day.
All for the want of sand bags.

Electricity was also a limited resource as
most of the island was not wired yet. So
all our gear had to be charged at our ac-
commodation at a research centre.   We
soon discovered that using only the limit-
ed power source of the existing batteries
would severely limit our shoot days.
Luckily, a local solution existed.  A com-
mon practice on Rusinga Island is to use
car batteries as a power source.  We
bought several of them the next day and
this provided us with much greater light-
ing opportunities for our night shoots.
Another case of Indie film ingenuity was
for the ferry scenes. The boat we wanted
to use for those sequences in the movie
was no longer working when we were
filming.  So we had to shoot creatively.
We had a local steel worker make us a
simple dolly track.  On the day, we loaded
the camera on the dolly, loaded the peo-
ple (and donkeys and motorbikes) on the
boat which was tied to the shore.  Then

we pulled the camera backwards so that the
boat looked like it was moving forward.  We
added the ferry horn and diesel engine sound
in post production.  And voilà.

But one of the most extreme examples of un-
usual challenges occurred one night, towards
the end of the shoot. We were exhausted, we
were at the fishing village at about 4 AM,
waiting to film a water scene.  We were wait-
ing because a hippo was lurking just off shore.
 Hippos are very dangerous.   One of the men
from the fishing council, Big John, told us that
a hippo had killed one of the fishermen just 2
months prior.   It bit him right in half.   But
we needed to film a scene where a character
runs into the water. So we had a local woman
waiting to play this character who runs into
the water.   Except there’s a hippo in the wa-
ter.   It’s getting later and later and our
schedule has gotten so tight that we really
don’t have room to push this.   So many hours
of waiting go by.   Eventually, the woman, our
actor, walks up to Big John and speaks to him
in Luo, the local language. John turns to me
and says: “She wants to know can we do



this?”  I’m totally confused. I reiterate to
John that he’s just told me it’s not safe
and that she could be killed.   John says:
“this is true, but maybe she won’t.   And
she would like to make her $5.”   I turned
to see dozens of faces looking at me as
though this was an actual decision to
make, as though I might actually ask this
woman to run out in the water where a
man was killed 2 months ago and where a
hippo lurks again.   I can’t imagine that
many directors have faced that on any
film — never mind their first.

Of course, we didn’t shoot. We paid her
the money for showing up, let the hippo
have its bay, and called it a night.   We
ended up filming that coverage back in
Canada at our Executive Producer, Thom-
as Walden’s cabin.  It all worked out.   But
I’ll never forget that night.

Can you talk about your creative rela-
tionship with Carole Aeschelmann
and how it has evolved through your
work together?

Carole is amazing. She is that rare blend of
advanced box checker with strong creative
flare.  Carole is an expert at budgets and or-
ganization and negotiation — all the skills that
a strong producer has. But she also possesses
an incredible awareness of story and charac-
ter.  Carole and I initially worked together in
lifestyle television and found that we were a
good team with complementary skills. We
were both in similar places in our career and
we were both interested in bigger and better
challenges.  We’d both started in the industry
to work in the feature world and were intent
on refocusing our careers with that goal.  I’d
shown Carole some of my scripts with trepida-
tion.  But Carole came back with strong feed-
back and solid constructive criticism.  I was
impressed and relieved.  Carole is now typi-
cally the first person to read anything I write.
Her notes are almost always incorporated into
the next draft.  And more often than not, Car-
ole can help me back out of a corner that I’ve
painted myself into.  Her fingerprints are all
over everything we do. So we established our
own production company, Plus8Pictures with
a mandate to tell good stories featuring wom-
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en protagonists from diverse backgrounds in unusual situations.  As with Nightrunners, we are



also committed to creating projects that live at
the intersection of arts and activism.

We have been deeply impressed by the
extremely natural feel of your cinematog-
raphy. How did you conceive the visual
style of your film, can you describe your
approach to lighting?

Michael LeBlanc, the cinematographer, and I
knew that we’d be working with several limita-
tions with Nightrunners.  Since we were trav-
elling to East Africa, we had a restricted
amount of gear we could bring.  Since we
were filming on location with limited power
supply, we’d have limited lighting potential.
We only had 3 weeks to film, including the ma-
jority of the b-roll.  But we knew that a
strength was the natural beauty of the island.
The story of Nightrunners is an intimate one
with a fairly focused POV, so we combined all
these elements to produce a shooting style
that was almost documentarian in its simplici-
ty and immersive feel.

The daylight in Kenya is beautiful, so we timed
our shots to coincide with the best possible
hours for all day scenes. For our night shots,
Michael made good use of a small number of
lights, often employing china balls to diffuse
them, and we also used existing light sources
— gas lamps, firepits, car headlights — to fill
in our shots. Necessity is the mother of
invention.So the visual style for the film was
dictated to a certain extent by our limitations,
but we tried to turn those limitations into
strengths wherever possible.

From the first time we watched your film,
your gorgeous widescreen compositions
reminded us of Bruno Dumont's work.
Who among international artists and di-
rectors influenced your work?

I’m thrilled to be compared to such a gifted
storyteller as Bruno Dumont. L’humanité
haunted me for weeks after I watched it.  He
seems able to capture and distill complex emo-
tions into simple, understated shots.  I aspire
to conveying that level of tension in such still-
ness.

I think we’re all influenced by everything we
see or hear.  There are so many people whose
names jump out at me.  Pedro Almodóvar’s
truer than life — so flawed that they’re perfect
— characters. Jane Campion’s eloquent silenc-
es.  The Wachowskis eternally pushing the
boundaries of mind-blowing make believe.
Alfonso Cuarón’s ability to set up a sprawling,
problematic stage and then humanize it with
laser like focus on the shoulders of a single
lost soul. Luc Besson’s, original film, La
Femme Nikita, is what made me want to make
movies in the first place and is to this day one

of my favourite films.   He had a strong female pro-
tagonist with an internal dilemma between who she
wanted to be and who those around her thought
she should be.  It was also one of the earliest action
thrillers with a woman in the lead.  That is
inspirational.I found inspiration in Lars von Trier in
particular and Dogme 95 in general.  It really solid-
ified the idea of using limitations as a source of
narrative strength and that resonates with me now
as an independent filmmaker.

While not a filmmaker, Canadian writer, Margaret
Atwood, is one of my heroines.  You can follow the
echoes of the issues of our world today right onto
the pages of Margaret Atwood’s dystopian futures.
She is a brilliant visionary. I know there are so
many more, some are mentioned elsewhere in this
interview.  I’ll be kicking myself over omissions.
So please consider this a sampling rather than a
complete listing.

What's your view on the future of women in
cinema?

I think there are definitely signs of positive change
and that’s incredibly exciting to see.  There certain-
ly seems to be more awareness that it’s a problem
and as the saying goes, that’s the first step towards
finding a solution. The most aggravating miscon-
ception for me is the idea that there aren’t many
women writers and directors out there — which is
so ridiculous.  We’re here.  We’ve been here the
whole time.  We are telling our stories.  We simply
don’t have access to the same scope of audience.
We are making films.  But we’re rarely compensat-
ed equally to do it.  Women directors aren’t miss-
ing.  What we’re missing are the opportunities.
And the reality is that the missed opportunities
aren’t simply those of women filmmakers.  When
you’re neglecting the voices of half the population,
you’re missing out on half the potential stories, too.
And that’s not just relevant to women but to every-
one who isn’t white and cis male.  With more op-
portunities provided to more diverse voices, we will
all have more diverse stories, too.  It’s another one
of those win-wins that I’m so fond of.

Thanks for your time and thought, Rowan. We
wish you all the best with your career. What's
next for Rowan Nicole Nielsen? Have you a
particular film in mind?

I do, indeed. While I’ve managed to accumulate a
few scripts, the one that I’m most interested in
right now is another genre project in the sci-fi
world.   This genre is under represented by women
in the director's chair.   Ironically, more and more
women are placed in lead roles — which is amazing
— but men are still given the vast majority of the
opportunities to direct these films.  I think it’s past
time to change that. And, I’ll take this opportunity
to say thank you so much for such thoughtful, ap-
preciative and insightful questions.  It’s been a true
pleasure.  I wish you continued success with
CinéWomen.
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If you drive south from Casablanca
along the Moroccan Atlantic coast,
you are sure to pass by the fishing
village of Moulay Abdallah. You will
see the old donkey carts everywhere,
half-naked men stepping up the sandy
shore to the vehicle, with a huge
burden on their shoulders and thus
bent almost to the ground. Women in
black robes picked floors dresses,
knee-deep in water, peering into the
distance. Children playing near the
blue and green wooden boats waiting
on the sand for the next trip into the
ocean. Big trucks on the beach and
noise of people, weighing and
stretching something to each other.
Scorching sun and a frenzy of colors.
Here you will see the whole village at
this hour. Each rural family from this
village come to the Atlantic coast mid-
summer to take part in the red algae
collection. They catch it down in the
ocean, dry it and sell right here on the
beach. Derived product agar agar,
known worldwide as vegetable gelatin,
the state sends for export at a very
high price. "Red Gold" – people call
this grass here. For many locals it is
the only way to earn money.

Everything happens as hundreds years
ago - by hand. Young and brave dive
without special equipment at a depth
of 20 meters to manually collect
seaweed in cold water from the
bottom of the ocean. Hardy and strong
take the precious cargo brought by
wooden boats, bear over and drag
ashore. Women control the process,
standing in water. So that nothing is

lost and distributed in the right and
honest way: to home, to a vehicle, on a
truck. And so last the whole day.

An old man with a heavy tread passes
slowly near by. He wears an old T-shirt
that does not protect him from the
scorching rays of the sun and faded
shorts. He wears transparent sandals.
His thin but strong legs firmly rest on
the sand. He is slowly climbing up the
sand shore. Drops are flowing along
his body. It is sea water that rolls off
from a huge 100-kilograms mop on
his shoulders and mix with drops of
his own sweat. We can't see his eyes.
He looks down. But from time to time
still raises its head. The look is clean,
deep, concentrated. He knows why
he's here. He knows that he was not
alone. He does what his family used to
do, his parents, grandparents and
great-grandparents. He goes on to
unload luggage and come back for the
next portion of the load.

Children accompany parents through
all these days. They are happy - the
whole day on the beach, in the water
among loaded boats and even some
business. Mature boys try to help
adults. They run around, pick up the
fallen beams algae and collect them in
a small bag. Those who are younger
stay with young girls under the boats
in the shade, playing in the sand and
waiting patiently for their parents.
Everything is devoted to a common
goal. Everyone knows what is labor,
money, valuable work that can not be
undone. People who are accustomed
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to hard physical labor, too many
questions unasked - why they do not
have machines, how to unload a 1000-
kilogramm boatload of algae alone and
deliver it on your shoulders to the
truck, making dozens of passages from
the coast to the road. Everything is
dedicated to the activity which has
been done through hundreds of years.
Here. Manually.

Since 2011, when I first had the
opportunity to see the collection of
seaweed, I have pursued the idea to
capture the work, this village, these
real people and their lives. A few years
later I started to produce the film.
Shooting period could take place from
July to September. It is during these
three months that they catch the red
algue. And July was in this (2014) year
was the month of Ramadan. To avoid
problems, I decided to make the
shooting on the first week of August.
The crew consisted of two people. The

shooting was made by two cameras
Canon Mark 3D and descending
underwater camera GoPro. Kirill
Ovchinnikov – Director of Photography
and my husbend, and me – second
camera and director.

August - the hottest and the windiest
month in Morocco. But the ocean is
calm. Waves of just 1.5 meters.
However, this would greatly complicate
the process of shooting if the waves
become bigger. The boat in which the
shooting took place is 5 meters long. It
holds up to a ton of seaweed. It turns
out in the open ocean for 8 hours. On
the boat were three catchers, two of us
and our equipment. We made it with
our «crew» through the whole process
from 6 am till 5pm. The country makes
a lot of money on this export product.
People though get few dirhams for
their brave, risky and hard work. With
my film I wanted to draw  attention to
the almost completely unknown people



who put all their strength and risk their
lives so that all of us could use
vegetable gelatin agar-agar in our quite
everyday life.That was already for 7
years that we were exploring Morocco
with my husbend. The book is almost
ready. 3 films have been complited. So
that a trilogy appeared : The port of
Mogador ( documentary, 10 min ),
Agar-agar. Grass from the ocean
(documentary, 26 min) and Moroccan
tales (doc, 26 min ). Year of 2014 was
my last year of Higher courses for
script writers and directors ( Moscow,
Russia )  from which I graduated
recently. «Agar-agar. Grass from the
ocean» happened to be my diploma.
E.K.

Characterized by beautiful cinema-
tography and keen observation, Evgenia
Killikh's cinema shines a light on the
other side of things we use in our
everyday life. In her remarkable
documentary Agar-Agar. Grass from the

ocean she explores the risky manu-
facturing process of Agar-Agar,a
product largely used in the food. Silent
behind her camera, Evgenia  takes us
through the dark side of the food
industry, realizing a documentary worth
of Vittorio De Seta's early cinema,
featuring ravishing cinematography and
discreet observation. We are proud to
present Evgenia Killikh for this year's
CinéWomen Edition.  Evgenia, tell us
about your trajectory as a filmmaker.
What inspired you to express yourself in
this medium?

My profession is diplomat. But I used to
work in magazine publishing for 13 years
being editor-in-chief and publisher. Later I
started to work on TV as an author and
presenter of the programme. Later I
realised that I need more to express, that I
have so may things to share with people
from what I see and what I feel.  So I
started to make small documentaries and
felt enormous need to learn more. Two
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years ago I received my diploma of film
director as I graduated from Higher
Courses of Scriptwriters and Directors in
Moscow. It's a very old and well-know
film school  which lately it's 50 years
anniversary . We travel a lot with my
husband and my two children. And are
inspired by so many things, people,
places. That's how it started.

You documentary practice focuses on
the hidden side of things
surrounding us. Can you introduce
our readers to this fascinating idea?

Nowadays, It happens very often in our
everyday life that people don't pay
attention any more to the work of others.
The value of manual work goes down.
Our civilisation produces so many
unnecessary things and we, consumers,
consume so much, that we don't have
even time for reflection about origins of
things we buy, we eat, we wear. My aim
is to show the other side of our everyday
life in my documentaries.

How did you come up with the idea
for Agar-Agar. Grass from the ocean?

8 years ago I first came to Morocco. This
beautiful country took my heart
immediately. Since that time we came
here twice a year. My two children grew
in Morocco and love this country as well.
We've done many projects in this country
and as a result this year we hope to
publish a book - Gardens of eternity. One
we were fascinated by a small village on
the Atlantic ocean Moullay- Abdellah. I
was dreaming to come back and shoot all
that we saw. Three years later my
husband and me realised our dream.

We have found really stimulating
your documentary style. You
elegantly disappear with your camera
into cultural spots which are rarely
seen on screen, leaving the floor to
your characters, who show real
complicity. Can you tell us something
about the shooting of your
documentary?
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The director of photography of this
documentary is Kirill Ovchinnikov. My
husband, painter, art photographer and
cameraman. We were looking for a special
screen language to tell our story and we
found it. From the very beginning I knew
that I would not translate the dialogues, I
wanted my spectator to plunge into the
atmosphere of this place.  We spent 8 hours
in a small boat with the algae catchers and I
wanted my spectator to feel it. To feel
seasick in the boat, to become tired from
manual work, to feel happiness as our main
heroes from what they do.

What do you hope viewers will take away
from the film?

I think that each person will feel and see
what he or she is capable to see. But I do
want people to have a small reflection in
their everyday life about lives of others. And
may be to consume a bid less or feel grateful
for the work of those who don't have other
choice in the lit but to work as hard as algae
catches and to risk their lives.

Your observational style seems to be
perfectly fitting as a counterpart of the
emotional rollercoaster your characters
live through: from the first time we
watched Agar-Agar. Grass from the
ocean it reminded us of  Vittorio De
Seta's cinema. who amnog international
directors influenced your shooting
style?

The shooting style of the film is the merit of
director of photography. In cinematography,
it is very important for any director to find a
perfect match with the right director of
photography, who should feel and see with
your eyes. I love Vittorio De Seta
cinematography, I love Robert Flaherty Man
from Aran, I love Antonioni, Fellini but I still
think that you should create your own style
in your film, you should see with your own
eyes. Or with eyes of your cameraman who
understands and worships your conception.

How did you collaborate with the worker
community on this film?
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Moroccans are very friendly. They let you
enter their families, they are ready to share
with you their last bred. But it is also true
that many of them would not like to be shoot
with the camera. They would hide their face
from camera or they would be afraid to let
you in the boat to go in the open ocean.

For example, once we were filming fish men
in the other moroccan village. Each morning
during a week we woke up at 4am in the
night to try to take any of small boats to go
into the sea. All in vain until when finely we
did it.  And it is not easy, because often it is
an open beach and fish men would bring the
boats on their shoulders into the water first
and then struggle for a while with waves
being half body in the water. Not easy to
receive permission from them and to jump
with your camera inside.

What was the most challenging thing
about making this film?

To stay 8 hours under 35 degrees heat in the
boat which floats in rather big waves. For

sure.
What technical aspects do you mainly
focus on in your work? Could you take us
through your creative process when
starting a new project?

It is difficult to create a script for any
documentary, but you should try to do it. We
should know everything about the place you
go, about the people and the process itself
you are going to film. You should be
prepared to any kit of situation. And all these
situations should be written down in your
script before. This is the most difficult part of
the work. And of course, when you find
yourself on the location, none of your script
will be realised. But if you manage to shoot
at least 30 percent of what you planned, you
can be happy. Talking about technical
aspects of the shooting process, you should
know how many days you need for the
shooting and you should carefully plan it.

I produce my film myself. That it why I knew
every detail of the plan. Bu if somebody do it
for you, be careful and examine the plan



yourself before the shoot. Also you need to
consider the weather. Sun or snow, water
or sand - all this can influence your final
product.

Your film features an evocative use of
colors reminding us of Kira
Muratova's imagery. How did you
develop your visual style?

We wanted  the film to be shot in very
smooth colours. Morocco is very colourful
and very cheerful. I didn't want all this
colours because I show the hard work
though beloved by the people who do it.
That's how the style appeared.

For more than half a century women
have been discouraged from getting
behind the camera, however in the
last decades there are signs that
something is changing. What's your
view on the future of women in
cinema?

I think that women are more careful then

men. That helps a lot in cinematography.
More doors are opened to women then to
men. And women are very stress-proof. In
general, I never distinguish strictly men
from women. I think that  it's not a gender
that rules a person but his inner world,
talent and power of will. In this case we
are all equal in front of the camera. And I
am very happy that today many women
have proved it with their films, scripts and
camera work.

Thanks for your time and thought,
Evgenia. We wish you all the best with
your filmmaker career. What's next
for Evgenia Killikhi?

Thank you, Cinewomen team, for your
interest. My next projects are - Dagestan
highlanders, the Avars. It's a project about
those who stay in the mountains and don't
want to leave to big cities in search of
work and money. And the other project is
about Alpinists, those who risk their lives
to climb 7 and 8 thousand meters heights
in search of something....
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An ambitiously constructed,
elegantly photographed meditation
on self protection, Street Defence is
a documentary by Emily Jasper
featuring martial artists including
Master Clive Harrison, Master Tony
Sewell, Sensei Zara Phythian and
Rachael Harrison. We are glad to
present Emily Jasper for this year's
CinéWomen Edition. Emily, tell us
about your trajectory as a
filmmaker. What inspired you to
express yourself in this medium?

I have always held strong views and

opinions on subjects that others might
view as controversial. Where some
prefer to shy away from topics that
engender discussion, I like to offer my
thoughts, especially when it is
something I am passionate about. For
me the medium of film has always
presented itself as opportunity to voice
my opinion on the society we live in.
Cinema has many guises, it can be
entertaining, enlightening or emotional.
I personally believe that films should
challenge their audiences and provoke
thought. That’s why I’m inspired by the
works of directors such as Christopher
Nolan and David Fincher. I want to
make films that speak to the audience
on both a conscious and subconscious
level.

How did you become involved with
Street Defence and what attracted
you to this film?

The idea for this film grew from a
concept that I had been mulling over for
around a year now. I knew from the
start, that the film would touch upon
some of my own inner thoughts, fears
and beliefs, generating from my
experience as a martial artist myself.
My martial art journey began at the age
of 9, when my parents recognised in me
a need to build my confidence and teach
me resilience against a bullying culture
inherent in my school year. I chose to
study Taekwondo and the martial art
quickly became a huge part of my life
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and taught me life values that I still hold
close to me today.

‘Street Defence’ was initially developed
from stories of the life experiences of
people I know and the harsh reality that I
have grown to understand - namely danger
can arise from anywhere.  Unfortunately
we live in a world where violence is
commonplace and increasingly tolerated by
society. However for many it is something
that is given little credence until it affects
them or their own social network.

My aim in producing this documentary has
primarily been to raise awareness of the
importance of personal safety and self
protection/defence. The film itself was
created as part of my Media (Film)
Production degree course at Staffordshire
University. However I knew from the
beginning of the project that I wanted the
film to reach a wider audience, with the
intention of drawing upon expert
knowledge and imparting potentially life

saving information.

What was your research process like?

From the outset, I wanted to ensure that
the film was informed by real experiences
and expert knowledge and not based on my
own assumptions. To assist this, I created a
survey designed to draw out first hand
experience thereby providing a realistic
foundation for the documentary. The survey
enabled me to collate stories of what had
worked well and also highlighted some of
the challenges to defending yourself in a
genuine unprovoked attack. To find a range
of participants, the survey was circulated
via social media therefore encapsulating
the views and experiences of both martial
artists and those with no prior training in
self defence.

As part of my research I returned to
watching films from my childhood. ‘The
Karate Kid’ series, ‘Tomb Raider’ and ‘Rush
Hour’ series, although perhaps cheesy,



were the films that I took my first
influences from. I then went onto explore
martial arts used in darker and grittier
films such as ‘Taken’, as this was the
atmosphere that I wanted to create in my
film, to make it more relatable to the
audience.

I also did an extensive search to check
whether any similar documentaries were in
existence.  My findings confirmed a clear
gap for type of documentary and further
motivated me to create this film.

Street Defence features interviews as
well as dramatic scenarios. We have
been impressed with your clear
storytelling: how did you develop your
filmmaking style?

I was fortunate enough to have been
trained by Master Clive Harrison (8th
Degree black belt in Taekwondo), from

whom I had already gained a wealth of
knowledge with regard to avoiding
becoming a target, and knowing how to
diffuse potentially hostile exchanges. This
enabled me to start to consider scenarios
that I felt anyone might find themselves in.
I was keen to capture and impart advice
that could be used effectively in normal
day-to-day life.

The structure of the film needed to hold the
audience’s attention and therefore couldn’t
be constructed entirely from talking heads.
I wanted to depict scenes that the audience
could identify with and which would spark
their interest. I felt that the scenarios
depicted, helped substantiate the words of
the expert martial artists who contributed.
Integrating the scenes filmed with actors, I
felt provided more depth, meaning and
enabled the viewer to relate to the victim
portrayed. For the more visual learner, the
scenarios reinforced the need to assess risk
particularly in situations where they may
be on their own, and consider effective
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responses if the worst were to happen.

How long did it take to research and
make the film?

The overall process from pre-production to
completion spanned across 14 weeks. I
spent the first 6-7 weeks building upon my
original ideas and concept and researching
self defence. I also used this time to contact
my contributors, cast the film and create all
the necessary shoot documents that I
required. In addition I needed to find a
suitable place to film and was lucky enough
to find an excellent shoot location within
the Spode Pottery Factory. This site is a
now disused factory that is mainly used for
filming and photographic purposes. The
staff on site were extremely
accommodating and supportive of us as
both students and filmmakers.

The shoot period turned out to be odd days
here and there. I knew that I had to work
my schedule around the interviewees and

therefore had three different days to shoot
and compile footage for interviews. The
scenes with my actors required all crew
members to be present to ensure that we
were able to capture good footage and
audio. The date was therefore diarised well
in advance.

The remaining weeks were spent editing, I
spent at lot of time in editing suites
creating the structure to the film and
seeking feedback from my peers. I also
used my time in post production to enable
Michael Rowell (The composer for my film)
to view the footage, which inspired his
creation of the tense music for the street
scenes and more upbeat music for the fun
credits.

Cooperation is the winning formula for
independent projects. How did you
collaborate with your team on this
film?

I was really blessed to be working with so



many talented individuals on this film.
Amongst the martial artists who
contributed were some of the most highly
respected people in the field. I was also
fortunate enough to have a crew and cast
who understood and shared my passion
around the importance of self defence.
Everybody worked extremely hard to bring
‘Street Defence’ to the documentary I had
originally envisioned to fruition.

The crew was comprised of fellow students
from my degree course, each were aware
and supportive of each others’ particular
skills and were also people whom I knew to
be unswervingly reliable. It was an
advantage that everybody was comfortable
with one another and able to have fun,
because at times the subject matter of the
documentary was quite emotive. The end
credits being a case in point where my
crew had a go at striking some martial art
postures, which proved a source of much
amusement.

It was also a privilege to have the support
of my taekwondo club in producing this film
and introducing me to many other
respected martial artists. I owe great
thanks to Master Clive Harrison (8th Dan),
Rachael Harrison (3rd Dan) and John
Foster (3rd Dan) who introduced me to
both the legendary Sensei Zara Phythian,
13 times world Champion, actress and
Guinness World record holder, and Master
Tony Sewell (8th Dan) another legend in
the martial arts community. Master Sewell
is a three times world Taekwondo
champion and was also part of the panel
under whom I graded for my own first
degree black belt.

Whilst casting for this film, I was lucky to
find two very able actors, Gabriella
Calderone and Neil Main, who were keen to
contribute to the film and were dedicated
to their respective roles. Both understood
the need for stage combat within the
scenarios and obligingly were happy to use
light contact touch to add realism to the
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manoeuvres. Coincidentally, I discovered
during the casting process, that Gabriella
is a 1st Degree black belt who happens to
train under Master Tony Sewell. This
meant that she was more than capable of
performing the self defence needed
within the scenes. Both Neil and Gabriella
gave their roles everything and really
threw themselves into the action. They
have been a great asset to the film and
have been incredibly supportive
throughout the process.

What technical aspects do you mainly
focus on in your work?

Cinematography has always captivated
me and it was therefore important to me
to spend time with my camera team
Jemma Clowes and Andrew Barham
ensuring that they captured the scenes in
a way that was both dramatic and yet
realistic. We decided for the scenes with
the actors, to use a glidecam so that we
could follow Gabriella and create tension

and apprehension for the audience. I
wanted to reflect the feelings of
adrenaline and fear that a victim would
feel in this type of scenario. The glidecam
also enabled me to give the audience the
feeling of being present in the situation
and to identify more closely with the
victim.

To achieve the right look, I also needed
the lighting to be set up precisely. Due to
the fact we were filming at night in an
exterior location, we had our work cut out
for us. I wanted to avoid making the
lighting look fake and it therefore needed
to appear as though light was coming
from street lights and buildings. The
gaffer team, Lewis Nicholson and Jake
Moore, worked really hard to ensure that
the shadows were cast in the right places
and that the lighting looked effective on
camera. They did a spectacular job of
making the scene look more dramatic.

We want to catch this occasion to ask
you to express your view on the future
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of women in cinema. For more than half
a century women have been discouraged
from getting behind the camera,
however in the last decades there are
signs that something is changing.
What's your view on the future of
women in cinema?

I personally champion the work of women
within cinema. As an aspiring
cinematographer I think it is vitally
important that women receive the same
recognition within the film industry as our
male colleagues. On my film I selected two
key female members of crew, Mercedes
Sayles who was my Assistant Director and
Jemma Clowes who took on the role of
Director of Photography. These are two
positions of great authority, that require
leadership and respect on set. Both
Mercedes and Jemma have proved to be
accomplished within these roles on my
previous films and lead the crew and cast
extremely well.  Traditionally women are
placed into the roles of producers, however
I believe that times are changing. I’m

personally inspired by the likes of Kathryn
Bigelow (Film Director) and Ellen Kuras
(Cinematographer) who prove that women
are equally as capable and talented at roles
often filled by males.

Thanks for your time and thought,
Emily. We wish you all the best with
your filmmaker career. Are there any
film projects on the horizon?

Thank you. I’m actually in the process of
researching potential ideas for two short
fiction films that I will be creating in the
coming year. I’ve got some ambitious and
exciting plans and am hoping to further
stretch myself as a filmmaker, so keep an
eye out on my Vimeo channel:
https://vimeo.com/user22677763
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We love artists crossing the
boundaries of cinematic genres.
Marleen Irani's films, whether
they are fiction films or docs, are
marked by a powerful effort to
destabilize language and media
through the use of refined
cinematography and original
story-telling. Marleen, when did
you first know that you wanted to
be a filmmaker?

Ever since I was a little girl, I have
admired acting as a way of art.
When watching movies, I am always
impressed when the actor knows
how to portray a genuine and
credible character and story. This
gives me energy and inspiration to
pursue acting. During my acting
career, I discovered that most
filmmakers in The Netherlands make
specific choices of genres and actors
for their films. In my opinion these

are very safe choices. Why not think
out of the box and create an unusual
movie? That's when I decided to
create my own stories. To produce
my own movies and of course act in
them as well.

We want to take a closer look at
the genesis of your film: how did
you come up with the idea for
Helldesk?

As I was writing my third letter of
complaint to a telecom company, I
got so frustrated by the way they
interacted and communicated with
me as a customer. I have called
them many times and waited so long
for a solution. These employees
obviously did not care about their
customers.
I kept my letters and even if I read
them now, I relive the frustration.
How can a company make so many
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mistakes and not be of any help? I
shared these experiences with my
friends and joked around about turning
these unfortunate events into a movie.
The characters in Helldesk are based
on my biased thoughts about my
experience with an actual help desk. I
didn't want to have shallow characters
in the film. Every character in Helldesk
has a story.

Helldesk is atmospheric, multi-
layered and more meaningful with
every viewing. What’s your writing
process like?

I had a beginning and an end of the
story in my mind. So I just needed to fill
in the gap. Or so I thought…I wrote
Helldesk during my training in
filmmaking at the SAE Institute in
Rotterdam, The Netherlands. I thought
the first draft of the script was the best.

I was so happy that I had completed my
first script. But during the learning
process at the film institute, I
discovered my script had too many
loose ends. To translate the idea into
words was really challenging. And I
found myself nearly giving up on the
whole idea of filmmaking. While I was
picking my friends brains about the plot
twists in the script, I realized that
creating and understanding my
characters was the key to rewrite the
script. Helldesk is a six minutes short
movie and a lot is happening in those
minutes.

What was the most challenging
thing about making this film?

Aside from scriptwriting and juggling a
full-time job, having to downsize my
ambitious idea to meet the demands of
the school assignment. I felt I was



forced to make concessions I actually
didn’t want to make. This would alter
the original concept of my movie.
Eventually I did some concessions
without compromising the concept and
it became the movie I envisioned. My
mom asked me several times “Why are
you doing this and exhausting
yourself?” In spite of the insomnia, I
could only find one true answer to that
question: because I love it!

Could you take us through your
creative process when starting a
new project?

It starts with inspiration from anything
I see and/or experience. Such as a
floating plastic bag wandering the
streets. I have a strong visual mind
which leads to many ideas. Where is
this interesting little bag flying off to?
What is his story? In my creative

process I merge these ideas into a
concept. The bag was just flying around
and fell in love with another cute
plastic bag.
In order to mould the concept, I am also
open to feedback. During this process I
find it important to use feedback for
improvement. When I am fully satisfied,
it goes into pre-production.

Let's talk now about your
rockumentary titled A Chickrock
Diary. How did you get in touch
with the members of 's PS1S?

I am the guitarist and backing vocal of
the band 's PS1S. I know Kuraishyn
(bass and lead vocalist) and Kitana
(drummer and animal sounds) since
college, we have been besties ever
since. Together we created an
imaginary band called ‘s PS1S.
We created our artist names and band
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image, wrote lyrics, but none of us
could play an instrument at that time.
Then we individually started taking
music lessons and learned to play the
instruments. After some time we
decided to actually form the band!

Your editing style in A Chickrock
Diary is really impressive. Did the
story unfold before the camera, or
were you already aware of these
various pieces of the puzzle?

The main question for the
rockumentary was, why did ‘s PS1S
stop? I had a loose storyline based on
discussion topics I came up with, but I
didn't know the exact answers of the
interviews beforehand.
When I start rolling the camera,
immediately the chemistry between us
came to life! Without discussing the
topics beforehand, our answers were
so in line with each other. I found it

interesting to see that we all exactly
know where we stand as a band.

After I had all the interesting footage,
I started editing. During editing I was
puzzling with pieces of the interviews
to fit the archive footage of our live
shows and studio rehearsals. It took
me a while to find a good beginning
for the rockumentary and how to build
further from there. As the deadline
was closing in, I had a solid storyline
by focusing on our main goal as a
band: having fun! Even though we no
longer perform together as a band, ‘s
PS1S will always live on.

In your rockumentary you present
a girl rockband. We would like to
catch this occasion to ask you to
express your view on the future of
women in cinema. Do you think it
is harder for women directors to
have their projects green lit?

cinéwomen/15



In Europe, I think for both male and
female directors in general it's hard to
have your project green lit. Especially
when there is money involved. It's
difficult to get a funding when you are
just starting but have a great idea.
I do feel that there are not many women
directors working in the fiction field,
which is too bad! This gives me more
motivation to do my best. It's all about
ideas, creativity, will, taking risks and
finding the right people to work with!
I am thankful to have worked with a
great Director of Photography, Awan
Tempelaars for Helldesk. Also a big
shoutout for the rest of my amazing
crew. Thanks to these dedicated people
the film turned out as I envisioned!

Thanks for sharing your time,
Marleen, we wish you all the best
with your filmmaker career. What's
next for Marleen Irani? Have you
have a particular film in mind?

I want to thank you for this great
opportunity! Currently I am working on
a new short film called CAKE. I am
joining forces with my friend Junes
Hardjopawiro for the script, who has
the same interest in movies, but with a
different take on it. The storyline for
CAKE. (which originated in 2012) will
be very rich, unconventional and
diverse! It will be an interesting stylized
crime with a poetic mood, taking place
in my hometown The Hague in The
Netherlands. And just as with Helldesk,
I will work with an international crew.
This will be an independent movie, so
I’m going full throttle! I really look
forward on how the new project will
unfold. For updates about Helldesk,
please like the Facebook page at
www.facebook.com/callhelldesk

If you want to know more about my
movies and upcoming projects, check
out my website www.zerorozes.com
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