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I N D E X E D I T O R I A L

The idea of a European organisation for children’s 
film first came up in Louvain, Belgium in 1982. In a 
meeting on animation films, representatives from 
associations in Belgium, The Netherlands, Germa-
ny and France brought up the need for internatio-
nal cooperation. Afterwards everyone went back 
to their daily occupations…

But blood is thicker than water, and in 1986 a mee-
ting was organised in Setubal, Portugal, with only 
one point on the agenda: the founding of a Europe-
an association for children & youth film. Statutes, 
strategies and the allocation of tasks were discus-
sed and re-discussed. ECFA was officially founded 
in 1988, with 20 members from 11 countries. There 
must have been something special in the air that 
year, as the EFA (European Film Academy) also came 
into being, and EFDO (European Film Distribution 
Office) was launched as the first support program-
me for the distribution of European films, and the 
first step towards an EU Media programme.

Over the course of 30 years several people have 
marked the history of ECFA. I hereby want to honour 
two of them, who have determined ECFA’s course 
in those early years: co-founder and first president 
Elke Ried and Eva Schwarzwald, who supported EC-
FA’s international breakthrough by organising seve-
ral editions of Kid’Screen. Those who were there, 
won’t easily forget!

And what about the children’s film landscape in Eu-
rope? Has it changed over the course of 30 years? 
Yes and no…

Yes, because the production of young audience 
films has increased enormously. In the late eighties, 
when film production in Eastern Europe collapsed 
completely, the Scandinavian countries remained as 
the only ones standing strong. But over the last 15 
years, countries like The Netherlands and Germany 
gained themselves a children’s film production pro-
file.

No, because we’re still facing the same obstacles 
as 30 years ago. Yes, production increased, but that 
goes for the entire family film landscape. In the 
eighties there was only Walt Disney, by the end of 
the nineties it seemed like every player on the mar-
ket had discovered the commercial potential of fa-
mily audiences. Nowadays, on the programme of an 
average multiplex theatre around Christmas time, 
there are at least 10 titles classified as family film 
- not all of them upholding the same quality level.

30 years later, we still have to lobby for recognition 
and support, we still try to launch cooperative pro-
jects, we still work on platforms for communication 
and exchange. But what started with 20 idealists, 
is now bringing together more than 120 members 
from 36 countries. I think that could be called a suc-
cess.

Felix Vanginderhuysen  
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Producer Ingvil Giske about 
TONGUE CUTTERS
“You can’t pretend fish fingers don’t 

come from fish”

When the Atlantic cod heads for the 
Norwegian coast to spawn, the child-
ren in the fishing village Myre sharpen 
their knives and get ready for work. 
Cod tongue cutting is a tradition span-
ning generations and kids take part in 
the process of producing this delicacy. 
This cod season, city girl Ylva (9) co-
mes to stay with her grandparents to 
make her debut on the factory floor. 
Tobias (10) has worked on the docks 
since he was six and now he is Ylva’s 
tutor. We get to see how children take 
on responsibility for work and for 
each other. Few films were recently 
as intensively discussed as TONGUE 
CUTTERS, a feature length documen-
tary by Solveig Melkeraaen, taking 
on a multitude of thought-provoking 
topics. One of them is the bloody mas-
sacre, every time the images of fish 
heads are smeared all over the big 
screen. Which for some festivals was 
a reason to reject the film.

Producer Ingvil Giske: I didn’t know 
fish blood was an issue, I thought 
maybe the knives would be. In general 
you don’t like your children watching 
the slaughtering of animals, but not 
to the extent that you would deny it 
is happening. They might be a bit sho-
cked, but that would be okay. 

At least there wasn’t a note in the 
credits, saying “no animal was 
harmed during the making of this 
film”!
Giske: They were, they got killed! 
In Denmark we brought cod heads 
to the screening, so children could 
try cutting them, on the streets of 
Copenhagen. It was wonderful. At the 
screening in Oslo, I heard kids asking 
their parents with expectant voices: 
“Don’t we have relatives living up 
North?” Many things in the film can be 
discussed, but you can’t discuss that 
meat comes from animals, and fish 
fingers come from fish. You can’t pre-

I N T E R V I E W

tend this isn’t the case. I think films 
should more often confront a young 
audience with other children’s reality, 
so they can mirror their own lives. It 
feels like we should challenge the pa-
rents more than the children. It is so 
easy to drop a child in a cinema seat to 
watch a beautiful animated film from 
which we all perfectly know what to 
expect. Challenging adults asks more 
courage from filmmakers, producers 
and distributors. 

Despite the nature of their job, the 
atmosphere in the factory seems 
friendly and the children are taken 
good care off. 
Giske: Because we want to keep this 
tradition alive. Factories can easily 

hire adults to do the job, but they 
feel a cultural responsibility. And it’s 
a good window for recruitment. Now 
young people are moving to the ci-
ties, being a fisherman is not exactly 
considered the coolest of jobs. These 
days regulations are pretty strict, and 
children and adults can’t work in the 
same factory hall. Not like 50 years 
ago, when they actually needed child-
ren to do the job. I’m not aware of all 
economic details but I don’t think fac-
tories are losing any money on offe-
ring the jobs to children. Cod tongues 
are a delicacy, exported for a huge 
amount of money.

And the labourers’ regime is not 
very strict. Ylva still has time to 
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play, and to go sailing with her 
granddad. 
Giske: Nevertheless some children get 
really eager and there is a competiti-
on about ‘who can cut the most’. Ylva 
doesn’t cut that much, but she overco-
mes her fear. It’s a process: Ylva needs 
a day to stand and watch before she 
can take the next step. She probably 
never touched a dead fish before.

Already in one of the first scenes 
the words ‘child labour’ pop up,  and 
the differences between a hobby 
and a job are discussed.
Giske: We needed to address the is-
sue, but only quickly, in the beginning 
of the movie. Even if it’s a lot of mo-
ney they make, that is not why those 
kids are doing it. I think every Norwe-
gian has too much money anyway! It’s 
really about transmitting traditions 
from one generation to another, and 
there is a law saying child labour is 
permitted when it’s about cultural 
heritage. There is even an emancipa-
tory side to it. Up till the sixties, girls 
couldn’t do it. Now they can.

In a way the course of those child-
ren’s lives is defined by tradition, 
like Tobias saving money to buy a 
boat and become a fisherman.
Giske: All the boys up there have their 

own boat. It’s funny when I hear them 
talking to children from Oslo, like my 
son. ‘What kind of boat do you have?’ 
– ‘I don’t have a boat.’ – ‘A small one 
then?’ – ‘No, none of the kids in my 
school has a boat.’ – ‘Huh?’… Boats are 
an important part of their lives.

The two children in the leading ro-
les grow towards each other in the 
most beautiful way. Was it real, this 
closeness?
Giske: They are quite close, always 
looking forward to seeing each other. 
Tobias’ parents got divorced and that 
summer Ylva’s parents got divorced 
too. All of a sudden they had a thing 
in common, although we never knew 
that issue would grow so important 
for them. Their parents are proud 
how Ylva and Tobias acted like am-
bassadors for other children in a si-
milar situation. You always assume 
your child is the person that he or she 
is when you’re together, and parents 
might forget that children also have 
an emotional life with other people. 
I find those conversations between 
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Ylva and Tobias so beautiful. This is 
how we should make films: not fo-
cussing on the big issues, but address 
them only sideways. Through the 
film, children find out there are other 
kids whose parents are divorced, and 
that’s okay, even if it’s sad from time 
to time. 

What a nice and caring boy Tobias is! 
So responsible!
Giske: He is extremely sensitive, a 
fantastic boy, really one of a kind. In 
Norwegian screenings, he was the 
big hero for the young audience, who 
queued for autographs. He enjoyed 
going to the National Film Awards – 
we were nominated as Best Children’s 
Film and Best Documentary – but in 
general Tobias prefers tongue cutting 
better than premieres.

How do you prepare a documentary 
like this? With so many themes on 
the table, what was scripted and 
what was not?
Giske: Solveig is very particular about 
the things she wants. Every detail was 
broadly discussed, the script was qui-
te simple but very precise. We test-fil-
med one year earlier, and that’s when 
we found out things could easily be-
come too complex with other children 
around. So we decided who exactly 
should be in the focus. In the script 
the entire dramatic structure was 
foreseen: Ylva wanting to do the job, 
she can’t make it, tries harder and fi-
nally succeeds. That’s the important 
message: keep on trying and you’ll 
succeed in the end. 
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This theme of growing up beco-
mes clear in a scene in which Ylva 
tells her teddy rabbit to stay home 
(otherwise he’ll smell like fish) and 
for the first time goes out without 
it.
Giske: It was planned to have that ra-
bbit ‘transformed’ into a real animal. 
We knew Ylva wanted a rabbit and 
made sure the stuffed animal was 
with her all the time, to create ano-
ther storyline.

There’s two interesting dancing sce-
nes in the film. In one scene, child-
ren in a dancing class imitate ‘the 
act of tongue cutting’. And there is 
a crazy scene, with the whole facto-
ry bursting out in exuberant musical 
theatre. Where did that one come 
from?
Giske: The director did a similar scene 
in her film GOOD GIRL and now wan-
ted to do it again. It’s a fun interpre-
tation of life in itself. I’m happy when 
directors try to ‘test the limitations’. 
We should take chances when ma-
king films, especially in documenta-
ries – since it’s about reality, we’re 
somehow more free than with fiction. 
I’m not concerned about those strict 
‘cinema verité’ rules. Already the 
first documentaries went quite far in 
their creative treatment of reality. In 

NANOOK OF THE NORTH everything 
was staged. The dancing was filmed 
with people from the area, and the 
woman at the front is the town mayor. 
Different from the rest of the movie, 
the dancing scene we shot in summer, 
when production lines are closed and 
all seasonal workers have returned to 
Lithuania and Romania.

How did Medieoperatørene get in-
volved in the project?
Giske: We’ve made youngsters’ do-
cumentaries before (like GIRLS and 
WHAT YOUNG MEN DO), but TONGUE 
CUTTERS is the first one for child-
ren. It makes you feel kind of special 
when making a type of film nobody 
else is making. It’s great to see peo-
ple getting enthusiastic about the 
genre. Most film formats are so well-
known and successful, but we’ll train 
the audience, we’ll continue making 
films like this. We’re preparing our 
next documentary, probably for even 
younger kids. It’s about two siblings 
and their fights and competitions in 
everyday life. We’ve participated in 
the Cinekid Script Lab, with Boude-
wijn Koole as tutor, and I was so im-
pressed, it was a very rewarding ex-
perience.

I N T E R V I E W

How close were you personally in-
volved in the process?
Giske: Solveig and I had been talking 
about this project for several years. 
The last film we did together was a 
difficult one: Solveig’s personal take 
on her experience with depression. 
Compared to that one, TONGUE CUT-
TERS sounded really nice and easy… 
which in the end of course it wasn’t. A
lot of time and efforts was needed to 
finally get it done.
–
Gert Hermans

watch  trailer 

Tongue Cutters

Contact: Medieoperatørene, Ingvil 
Giske, ingvil@mop.no, www.mop.no

https://www.youtube.com/watch?v=ALsNFGGu6eQ
https://www.youtube.com/watch?v=ALsNFGGu6eQ
https://www.youtube.com/watch?v=ALsNFGGu6eQ
mailto:ingvil%40mop.no?subject=
http://www.mop.no
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Producer Karen Newman about 
JUST CHARLIE
“More happiness to find in a wedding 

than in football”

When Charlie has the ball at his feet, 
he can make magic happen – a gift 
that many boys can only dream of. 
Now to his father’s joy, the oppor-
tunity to play professionally comes 
along. But Charlie has a secret: strug-
gling with Gender Identity Disorder, 
football might just not be his biggest 
concern. Trapped in the body of a boy, 
Charlie is torn between wanting to 
live up to his father’s expectations, 
and shedding his ill-fitting skin. With 
his future seemingly mapped out, the 
truth should be revealed, even if that 
might tear apart his family and put his 
friends in turmoil.

JUST CHARLIE takes you along on a 
journey of a brave teenager, showing 
a deep understanding for every per-
son involved and touching the audi-
ence on many levels: as the parent 
you might be, or the teenager you 
once were, wondering if and how to 
fit in,…. “If there was one reason to 
make this film, it was to show what it 

is to fight for who you really believe 
you are,” says producer Karen New-
man.

Karen Newman: Director Rebekah 
Fortune and author Peter Machen 
many years ago worked together on 
a theatre play called KILLING LARRY, 
about transgender. The idea to make 
a film about the subject kept coming 
up. We wanted to focus specifically on 
a young transgender - it’s hell being 
a teenager anyway. JUST CHARLIE re-
sonates with young transgender peo-
ple and with young people generally, 
because the feeling of ‘I don’t know 
who I am and where I belong’ is uni-
versal. 

Which is shown beautifully through 
Charlie’s relationship with his best 
friend Tommy.
Newman: Tommy is upset, not becau-
se Charlie’s wearing a dress, but 
because he didn’t tell him his big 
secret. That’s the big betrayal. Com-
pared to that, wearing a dress seems 
irrelevant. 

Not only Tommy might feel lied to. 
Some parents do feel like betrayed 
by reality.
Newman: One of the things coming 
out of the interviews with parents of 
transgender children, was that they 
feel like going through a grieving pro-
cess, as if they’ve lost a child. Which is 
weird, as the child is still there. They 
grieve for something, but it’s hard to 
express for what exactly. 

What about Charlie? Does he feel 
betrayed by life?
Newman: He feels like people don’t 
talk to who he actually is, they talk 
to a façade, and he feels like a fake, 
a fraud. They’re talking to somebody 
but he is not that person.

That’s why the scenes with grandma 
(who rejects Charlie) are among the 
most shocking moments. People so 
close to you, not being able to ac-
cept…

Newman: In every family there are 
people who do not get it. But Charlie 
stands up and gives a speech that is 
so brave and eloquent. When you’ve 
reached that point, after you’ve gone 
through all those stages, you know 
how to express your opinion. You’ve 
expressed it a hundred times before 
to medical professionals.

The ending is not the original one.
Newman: We shot the ending scene, 
and none of us liked it. It looked good 
on paper, but it didn’t work. Charlie 
deserved a happier ending. The film 
originally ended with a football game, 
but apparently there’s more happi-
ness to find in a wedding than in foot-
ball. We re-shot it 6 months later. But 
with main actor Harry Gilby, puberty 
had hit pretty hard: his voice had bro-
ken, he grew about three feet, and he 
started wearing braces - we had to 
take them off, so he could show us a 
smile in the end.
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I suppose it has been quite a long 
development process?
Newman: The idea had been around 
for a while, but I sat in the director’s 
garden in July, talking through the 
plan, and we shot the film in Novem-
ber. It didn’t even take six months 
from start to finish. When it came to 
the financing, some of our executive 
producers and financiers had connec-
tions with trans people and they 
thought it was something they should 
know more about. “Great! If you want 
to know more, give us the money!” 
People came on board predominant-
ly because they realised: these guys 
are onto something, this hasn’t been 
done before. 

You obviously did some thorough 
research.
Newman: There’s a wonderful charity 
in the UK named Mermaids, who hel-

ped us a lot. Just like Dr Bernadette 
Wren from the Tavistock House, a 
Clinique for children. We interviewed 
many transgender people and were 
lucky to have a couple of celebrities in 
the UK, like Kellie Maloney, who used 
to be a boxing promoter called Frank 
Maloney and transitioned when she 
was over 60. If there is one thing that 
I’ll remember from this film, it is the 
incredible people we met along the 
way. Their courage just blew me away. 

Main actor Harry Gilby looks 100% 
acceptable as a lad, and 100% accep-
table as a girl.
Newman: When he dresses up in his 
girl outfit, he looks exactly like his 
sister. Harry is very mature, sweet and 
down to earth. He goes to this incre-
dible drama school in the UK called 
the Nottingham TV Workshop. There 
was something so natural about him. 

Initially he auditioned for the role of 
Tommy, but we wanted him to ‘read 
for Charlie’. He auditioned with the 
speech he gives to his granny, and 
he had all of us in tears. The day next 
day at school, his friends asked him 
what the film would be about. He 
said: “Most of the film I’ll be wearing 
a dress.” When the bullying started, 
he just turned around and asked: “I’m 
gonna be in a feature film. What are 
you guys doing?”

He was only 13 when you shot JUST 
CHARLIE? 
Newman: There was lots of paperwork 
and regulations. You have to set your 
schedule very early, and if you deviate 
from it they’ll close you down. Shoo-
ting in the Midlands in November, the 
weather is a profound reason for jug-
gling with schedules all the time! And 
then there’s the obvious adventure 
of walking around town with a kid 
dressed up as a girl. Filming in an old 
fashioned working men’s club, Harry 
went to the toilets with full dress and 
makeup. One guy totally freaked out, 
seeing him standing at the urinal.

Charlie has a sister, a mother and 
even a coach who are surprisingly 
understanding. People aren’t that 
bad after all?
Newman: They’re not. It’s not a dark 
and miserable film and then every-

body dies… People should leave the 
cinema with hope, and with an urge to 
discuss. They need to have those con-
versations. I can tell by the amount 
of youngsters coming to me after 
screenings, that they do.

What about the film’s international 
career?
Newman: JUST CHARLIE has been a 
slow burner – it’s already two years 
ago we completed the film, and it has 
grown and grown. Awaiting the US 
and UK release, we’re going around 
the world with this one. Often film-
makers have a dream to change the 
world with a film, but with JUST 
CHARLIE we can change the life 
of one young individual. That’s so-
mething special.

–
Gert Hermans

Contact: Media Luna, Filipe Caeiro, 
festival@medialuna.biz, Tel. +49 221 
510 91892

watch  trailer 

mailto:festival%40medialuna.biz?subject=
https://www.youtube.com/watch?v=Xyckp_HpxGw
https://www.youtube.com/watch?v=Xyckp_HpxGw
https://www.youtube.com/watch?v=Xyckp_HpxGw
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Naomi has never told this to anyone 
before: her mother is a drug addict 
and suffers from a mental illness. As 
a child, she was often left home alo-
ne or found herself waiting in front of 
coffee shops at night. When her mum 
started to turn psychotic, Naomi tem-
porarily moved in with her aunt. Now 
Naomi, 17 years old, doesn’t want to 
be ashamed of her dark story anymo-
re. She thinks it is time to break the 
silence and reveal her secret. That’s 
why, finally, she’ll visit her mother to-
gether with her best friend Sam. 

Director Saskia Gubbels follows her pro-
tagonist on frequent visits to the closed 
institution where her mother lives. Of 
course, they miss each other. “I just want 
her to do well and sometimes that’s what 
I’m worried about, that she’ll start using 
drugs again, and she’ll vanish without a 
trace…”  

NAOMI’S SECRET is not only a proof 
of its young protagonist’s astonishing 
courage and strength, but also empha-
sises the vicious circle of drug abuse 

Naomi‘s Secret

and mental health problems: “My mum 
has psychoses, through nobody’s fault 
but her own. Hearing voices makes her 
use drugs that cheer her up. But when 
the drugs wear off, she‘ll feel even more 
miserable, lonesome and confused, and 
she‘ll want to use again.” In moderated 
Q&A’s at last year’s doxs! festival, the 
young audiences were impressed by 
Naomi’s optimism and willingness to 
openly speak about her experience.

For Saskia Gubbels it was important to 
show how, despite the tremendous bur-
den, the relationship between Naomi 
and her mother is still strong and shaped 
by mutual trust. While actually being on 
the lookout for portrayals of grown-ups 
in problematic situations, Gubbels bum-
ped into Naomi and immediately felt 
her potential. Gubbels is no stranger to 
the doxs! festival in Duisburg, where her 
films WHEN I LOOK INTO THE MIRROR 
(2012) and THROUGH ELLEN’S EARS 
(2013) were nominated for the GROSSE 
KLAPPE award. 

D O X S P O T

As doxs! involves young audiences in 
the programming process as well, NAO-
MI’S SECRET was chosen by pupils of the 
Reinhard-und-Max-Mannesmann-Gym-
nasium in Duisburg. The teenagers 
presented the complete programme 
slot, which they had selected during a 
workshop in collaboration with the Kul-
turrucksack NRW. 

NAOMI’S SECRET by Saskia Gubbels, 
16‘, The Netherlands, 2016. Cinemato-
grapher: Myrthe Mosterman; Producer: 
Niek Koppen & Jan de Ruiter for Selfma-
de Films. 
Contact: mail@selfmadefilms.nl

The Doxspot column is publis-
hed with the help of the doxs! 
festival for children & youth do-
cumentaries (Duisburg, Germa-
ny), www.do-xs.de.

mailto:mail%40selfmadefilms.nl%20?subject=
http://www.do-xs.de
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Rima Das about VILLAGE 
ROCKSTARS
“One camera, one lens, one woman”

Somewhere there is a story about a tom-
boy, hanging out with the boys in her 
small village, dreaming about having a 
guitar of her own. But as beautiful as it 
is, it isn’t just the story that mesmerises 
you in VILLAGE ROCKSTARS. It’s the laid 
back atmosphere in the Indian backwa-
ters, where life is hard but sweet. And 
it’s the gaze of a young actress, with a 
face sculpted from the mud of the As-
samese riverbanks. And it’s the magic 
that was put there by Rima Das, and 
by nobody else, as the entire film was 
a one-woman-project. The result is a 
wonderful love letter to the place whe-
re she grew up, and the people that 
surrounded her. VILLAGE ROCKSTARS 
already took home numerous awards in 
several festivals, including the SIFFCY 
festival in New Delhi.

Rima Das: The film is shot in Assam, a 
region in the northeast of India. That’s 
where I grew up. Assamese people have 
an easy take on life. They love singing, 
dancing and good food. In general 

they’re not the most ambitious people, 
they know how to enjoy simple country 
life. Assam is full of resources: rivers, 
fishes, greenery… we’re blessed. The 
people in the small villages are quite 
liberal in their thinking. For instance, in 
Assam we don’t have dowries, the tradi-
tion that puts a financial pressure on pa-
rents when their daughters are getting 
married. Despite all this, still Assamese 
people know how to work hard. Karma 
is dharama (work is religion) as says the 
book Bhagavad Gītā.

How was it to grow up in that place?
Das: Great. A place close to nature, but 
rich in culture and literature. I was doing 
sports, singing, dancing,… Although I 
was a bit of a naughty girl, always han-
ging out with boys, doing things gene-
rally named as ‘boy’s stuff’, like climbing 
trees and swimming in the river. Life 
was good. 

It seems a strange place to pick up the 
love for cinema though.
Das: From my childhood days I was al-

ready interested in acting and dancing. 
Even if there was very little cinema to 
find in our region, after my master’s 
degree, I went to Mumbai to become an 
actress. I grew up with Bollywood mo-
vies but once I got there, it wasn’t fun. 
Bollywood for me was a foreign place, 
my English and Hindi weren’t very good 
and I realised I would never get the kind 
of roles that I was after. Only when I 
started watching world cinema, I under-
stood you can also tell stories in a very 
minimal way, without songs and dance. 
I could even tell stories from my region, 
in my own way. So that’s what I do.

VILLAGE ROCKSTARS mainly consists 
of close observations from everyday 
life, a rather unconventional way of 
storytelling.
Das: I was influenced by many filmma-
kers from many countries, but I can’t 

exactly say what is my style. I mainly 
follow my intuition, I shoot what I see. 
In 2016, when I took my film debut 
THE MAN WITH THE BINOCULARS to 
Cannes, a producer gave me the ad-
vice: “eat local, think global”. I keep 
that in mind when telling my stories: 
emotions are universal, thus my films 
should connect people.

It seems like it were the children 
who defined the energy and the 
rhythm of the story.
Das: When I was with them, I was like 
a child. I was doing whatever they did, 
and I followed them around. The first 
six months, it was a process of ‘unle-
arning’. I spontaneously connected to 
my roots. It’s like writing poetry and 
you don’t know where the words come 
from. 
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Maybe that’s why it feels as if there 
was no director, there was just a ca-
mera, and you were there by coinci-
dence to capture what was happening.
Das: Those children are not exposed to 
cinema. They didn’t audition, they didn’t 
follow workshops, it wasn’t their dre-
am to become actors. In a friendly way 
I roamed around with them. It was all 
very honest. During six months of pre-
paration, I asked them questions and 
got them to write. In our culture there 
is a big gap between elderly people 
and children, and they’re not comfor-
table talking about their feelings with 
parents. But they discussed everything 
with me, they could tell me anything.

It was just you on the set, doing ever-
ything yourself. But the cinematogra-
phy is astonishing, there is a magni-
ficent beauty in every single picture 
of ordinary life. 
Das: It was just one camera, one lens 
and one woman… which was me. I ne-
ver imagined I could make a feature film 
all by myself. My first feature I did with 
a DoP, a very good one. Which made it 
even harder to decide that this time I’d 
do it all myself – I didn’t want to end up 
with a very immature looking film. For 
six months I was practicing. Composi-
tion and framing might be against my 
intuition, but the light was crucial, espe-

cially that ‘magic light’ in the morning 
and afternoon.

I was told the children took over some 
of the technical tasks.
Das: They were totally involved. 
Whether they were in a scene or not, 
they were always on the set, like a team. 
I bought them a small camera, so we 
collected loads of ‘behind the scenes’ 
footage.

What about your main character 
Dhunu? The actress Bhanita Das is 
amazing! The way you picture her in 
that landscape is…
Das: I know how to treat an actor, I once 
was one myself. She had it all in her and 
gave me different facial expressions in 
every possible situation. She demands 
respect, she is magic, she is talented. 
Actually I cast the boys first and used to 
do workshops with them, sometimes in-
doors, sometimes under the blue sky… 

The boys… I almost forgot about 
them, due to Dhunu’s strong presence.
Das: The same happened to me on the 
set. They were the first ones on board, 
but then there came this girl, just han-
ging around, restless. When I noticed 
her, I thought: ‘My goodness, she is so 
much like me in my childhood!’ So I in-
vited her: come here and be with the 

boys! I didn’t know yet she was going to 
become my protagonist. I love her, she 
motivates me. As a director you love 
those characters who push you to do 
more, and to break boundaries. Mostly, 
girls in movies look beautiful, but I wan-
ted a girl who was acting naturally and 
credible in being one of the boys. The-
re is no need for her to tell society that 
‘women are equal’. She shows it, by the 
way she is. She is skilled and she is equal. 
That is what I saw in her. 

You transmitted that aspect perfectly 
onto the screen.
Das: Of course there is gender inequa-
lity in India. But I like to see myself as 
a woman, especially in my work. That’s 

one of the reasons for making this film 
all by myself. It is my answer to all those 
questions about gender inequality and I 
don’t need to say more. If you keep be-
lieving in yourself, and that is reflected 
in your work, you claim equal rights au-
tomatically. That is my belief.

There is also a thing about Dhunu and 
her mother, and the relationship bet-
ween them.
Das: As a woman, you have to stand for 
other women. First as a mother; treat 
your girls equal, and pay respect to your-
self and to your daughters. Then you 
talk about men. Stop complaining about 
male dominance. You have to make a 
stand as a mother in a male-dominated 
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world. Offer your daughters freedom 
of expression. Things will grow, more 
through action than through talking. 
This is the relationship I would wish for 
every mother and daughter in India and 
in the world.
 
When Dhunu goes from girl to woman, 
there is a ritual.
Das: In reality it’s even more harsh. I can 
say because I’ve gone through it as well. 
They keep you indoors for seven days, 
you get only fruit to eat, which is a way 
of saying: you have grown up, now you 
should stick to the discipline and the re-
strictions. I have depicted those rituals 
in a moderate version, I lowered it down 
because of the audience, but in real life 
it’s even worse.

That moment, it felt like the film star-
ted reflecting about the things we 
lose in life, and we might never gain 
back. Is it possible for a girl like Dhu-
du to keep her inner strength when 
growing up?

Das: On that moment, indeed many girls 
lose everything. I guess only 5% of them 
has the power to fight back and keep 
their freedom. In our society that mind-
set is trained from the very beginning, 
and in every 10 girls there is only maybe 
one or two who can break it.

What happens to the others?
Das: They’re not necessarily unhappy. 
They accept to live a normal life, have 
children… It’s not imposed upon them, 
it’s not compulsory. But it is there, in 
their heads, and it is put there politi-
cally. The big challenge with this film 
was going back to my village, to my 
own people. Any other part of Assam, 
or India, or any other country would 
have been easy. But going back to the 
people that saw me growing up, it was 
very difficult to obtain a certain autho-
rity. Luckily in our people is a nice kind 
of acceptability. For shooting some sce-
nes, I had to climb trees. This was a new 
sight to the villagers, and they probably 
didn’t approve, but they accepted.
 
What about the rain disaster? That’s 
what happens in your region?
Das: In Assam, we have a six months 
monsoon. When it’s raining, water co-
mes down from the hills, into the many 
rivers. No one can stop the floods, they 
have always been there, at least three 

times per year. We’re used to it, we’re 
always prepared. As a child I was look-
ing forward to it. When the flood came, 
schools were closed, we made bana-
na rafts, and played in the water. So-
metimes it’s good to accept that nature 
acts like this. Even if people and animals 
might die in that flood, I still honestly 
pictured it from a child’s point of view: 
not as a disaster, but as a part of our 
lives. 

The film is dedicated to…
Das: … the place and people that I come 

from. Probably that is what mostly de-
fined the style of VILLAGE ROCKSTARS: 
the lifestyle is real, it’s all in the way 
people behave and talk, the small things 
they do,… That was important for me.
–
Gert Hermans

https://www.youtube.com/watch?v=tTov2nVgXaU
https://www.youtube.com/watch?v=tTov2nVgXaU
https://www.youtube.com/watch?v=tTov2nVgXaU
https://www.youtube.com/watch?v=tTov2nVgXaU
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In December 2017 the SIFFCY Festival 
in New Delhi celebrated its 3rd edi-
tion. The festival is not an entity in 
itself, it’s part of a bigger structure in 
social development, the Smile Foun-
dation. Smile supports more than 250 
welfare projects such as education, 
health and women’s empowerment. 
So let’s talk about films first with 
SIFFCY director Jitendra Mishra.

“In this year’s festival programme we 
have two key elements. One is free-
dom of expression. All children should 
have the confidence to speak, and the 
freedom to say what they want to say. 
We encourage Indian children to raise 
their voice. The other topic is environ-
ment and climate change. SIFFCY Goes 
Green!”

What is the balance in the program-
me between Western and Indian ci-
nema? 
Mishra: India has wonderful children’s 
content that is not popularised. This 
year we have one Indian film in com-
petition: VILLAGE ROCKSTARS is a 
perfect example. But we want Indian 

3rd SIFFCY Festival in New Delhi
Festival Director Jitendra Mishra: We come as a package
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children to also watch films from the 
outside world, to get more acquain-
ted with the culture and lifestyle in 
other countries. So there is a plat-
form for both: Indian quality cinema, 
but first of all the best internatio-
nal titles. Our programme is getting 
better every year. We’re looking for 
ways to add extra value: this year we 
had a Dutch focus, and there was a 
workshop by the UK initiative ‘Film 
Without Borders’, making films with 
underprivileged children and opening 
doors for them to a new network.

That social commitment is embed-
ded in the Smile Foundation, the 
structure underneath the festival. 
Mishra: Smile Foundation contributes 
at many levels: education, livelihood, 
nutrition, advocacy… Social commit-
ment through cinema is a perfect com-
bination. Smile has a strong credibility 
with both the public and the corpora-
te sector. Currently the foundation is 
supporting 600,000 children through 
250 projects. It’s not just about child-
ren, it’s also about their families. We 
come as a complete package.

But then SIFFCY is risking a profi-
ling problem. It’s a festival, but peo-
ple think about charity, about social 
projects, even about film producti-
on. How to deal with that?
Mishra: Cinema is a substantial part 
of that package. We believe it’s the 
most powerful medium to sensitise 
the masses. Actually it all started with 
Smile’s production of the film I AM 
KALAM. Meanwhile we have produced 
more than 60 short films and we en-
courage more filmmakers.

Who’s your audience?
Mishra: There is both the underprivi-
leged and the privileged community. 
In the festival many children for the 
first time in their life will be watching 
a film. We don’t expect them to be 
sensitised, we want them to be enter-
tained. Privileged kids we want to 
sensitise with films that are food for 

the soul. This duality between privile-
ged and underprivileged divides the 
entire nation and both are welcomed 
here. This year we’re expecting more 
than 20,000 children visiting the fes-
tival.

You’re on the board of directors of 
CIFEJ, you have strong partners like 
BosBros, BFI, Copenhagen Bombay, 
Lemming… You’re working on the 
festival’s international profile.
Mishra: Our international network is 
based upon trust. Our partners know 
what we stand for and the respect is 
mutual. If like-minded people come 
together, children’s film will benefit 
from it. (GH)

Contact: SIFFCY (Smile International 
Film Festival for Children & Youth), 
smilefilms.india@gmail.com, 
http://siffcy.org

F E S T I V A L

mailto:smilefilms.india%40gmail.com?subject=
http://siffcy.org


13 | Journal 01 | 2018

S H O R T C U TF E S T I V A L

Jinsengh Int. Short Film Festival
Hancheng, home of Chinese shorts

Hancheng, a relatively small city (on 
a Chinese scale) proudly promotes its 
astonishing ‘old town quarters’, whe-
re all traditional Chinese beauty and 
charm come together: old wooden 
façades and flaking window shutters, 
pagodas, dragon statues in all sizes, 
paper lanterns… But will all that 
charm be of any help in fulfilling the 
town’s greater ambition: becoming 
the Mecca of Chinese short film? Can 
this city compete with the megaloma-
nia of other Chinese art and cinema 
projects? Guan Er, director of the Jin-
sengh Int. Short Film Festival believes 
this could be possible: “I’m a dreamer 
and the city of Hancheng gave me a 
big bed to dream in.” With the help of 

mentors like Heinz Hermanns (Inter-
film, Berlin) and Roger Gonin (Cler-
mont-Ferrand Short Film Festival) the 
festival wants to grow into its profile 
as ‘home of the Chinese short film in-
dustry’.

In 2017, the first edition of the Jin-
sengh Int. Short Film Festival com-
bined international competitions with 
a sample of Chinese short and student 
film productions.  Running alongside 
was a non-competitive children and 
youth film program. Which isn’t obvi-
ous for a Chinese audience, says Vice 
President and Jack of all trades Thom 
Palmen. “Here, people are not used to 
the idea that every age group deserves 
its own films. When I go to see WON-
DER WOMAN, the cinema is packed 
with children aged 8 to 9. In the festi-
val, I select films per age category.”

That only makes sense if you finally 
get the kids inside the cinema. There 
was plenty of attention for the child-
ren’s section from festival attendees 
and directors were invited. But only 
a few children were spotted. Palmen: 
“Like in European festivals, everything 

starts with building up a network with 
schools, teachers and leisure centres. 
That takes time.“

Palmen knows what he’s talking 
about. Born in The Netherlands, he 
moved to Sweden to set up large and 
small projects as a film producer and 
festival manager in, among others, 
Russia, Latvia and now in China. Wit-
hin each project, he launched educati-
onal courses with workshops and ate-
liers. Will the Jinsengh Int. Short Film 
offer similar opportunities to local 
children? “That certainly is the intenti-
on. We even have our own film studio 
with fixed sets. There young people and 
students can work intensively on film 

projects. We would like to extend that 
educational focus in the future with 
the help of Chinese filmmakers and 
local ambassadors, spreading our mis-
sion. I would also like to invite a chil-
dren‘s jury to the festival, preferably 
with local kids, to make a promotional 
impact in the city. But the festival staff 
prefers to see children coming in from 
all over the country. In China there is a 
stronger faith in a large-scale approach 
than in small-scale objectives.”

That shows in the closing ceremony, 
the first rows filled with local dignita-
ries, often in military uniform - almost 
exclusively men. They seem to adore 
the effect of the opening tune: a two 

Preparing the Opening Ceremony
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minutes blast of hard-style beats with 
a light show gone berserk. Also the 
cinema complex accommodating the 
festival is generously sized. “It is a 
new complex, people still have to find 
their way to it. It is literally so brand 
new that fifteen minutes before the 
opening screening, technicians were 
still fixing the last details. That some-
how fits with the madness of the event 
that we have put in place here.“

The local community seems keen on 
getting more involved. Thom tells 
about the city administration coming 
up with practical help in transport 
and logistics at crucial moments. “The 
local authorities are in our favour. In 
China, officials can decide their priori-
ties almost independently, and many 
civil servants spoke enthusiastically 
about the festival.“ And people are 
keen to learn. It is bizarre how every 
speech here starts with sincere apolo-

gies for the fact that “this festival is 
not yet perfect”.

In the open debates and panels, you 
can feel the involvement of the Chi-
nese attendees, often film students 
and young producers. And there is 
an important role to play for local 
volunteers. Palmen: “Volunteers are a 
crucial element in setting the festival 
atmosphere. Some of them come from 
the nearby metropolis Xi‘an, eloquent 

students that get offered food, a place 
to sleep, and a certificate, which looks 
good on their CV. Local volunteers from 
Hancheng are a different type, often 
connected to the party. In every event 
I have worked with volunteers, always 
with positive results. For our guests 
they are the gateway into China and 
vice versa: for the volunteers the fes-
tival offers a gateway to the outside 
world.”

In a refugee camp in the Sahara desert, 

lives a deaf boy who wishes to learn 

how to write so that he can transmit 

the words of his best friend, the young 

camel Caramel. The short film WORDS 

OF CARAMEL is a sensorial experience 

that invites you to listen to the silen-

ce and look at a barren desert. But it 

could as well be the other way around. 

At the Jinsengh Int. Short Film Festival 

Juan Antonio 
Moreno about 
WORDS OF 
CARAMEL
“The camel is a poet”

we meet with director Juan Antonio 

Moreno. He has an interesting take 

on bringing facts and fiction together. 

The Sahara becomes an intriguing 

shadow-zone when he allows reality to 

play a big part in a fictional story.

What we hear on the sound reel is 
what the deaf boy Kori hears? 
Juan Antonio Moreno: Consider it like 
a ‘point of view’… from the ears, sti-
mulating the audience’s empathy for 
a deaf person. For six months we’ve 
worked on the sound design, using va-
rious frequencies (some deaf people 
hear 10 or 20% of what other people 
hear) to create the right feeling. The 
film takes off with a normal sound, 
but the closer we get to the main cha-
racter Kori, the closer we get to his 
particular way of hearing. It’s a way to 
enter into his world.

A filmmaker expresses himself part-
ly through sound. In that way you 
somehow limited yourself.
J.A. Moreno: This film has been an ex-
perimental process, a continuous re-
search on the use of visual and sound 
language. The result is a docu-fiction. 
Kori is really deaf, his family and class-
mates are all real, but Kori commu-
nicating with the camel is a fiction, a 
fantasy element, inspired by the book 
PALABRAS DE CARAMELO by Gonzalo 
Moure.

How did you came across that book?
J.A. Moreno: It’s a miraculous sto-
ry… Our family in Spain used to have 
a visitor every summer: a child re-
fugee from the Sahara spending a 
two-month-holiday in our house. He 
kept on coming till he was 15, then 
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his ‘Holidays in Peace’ programme 
was over. Later I went to visit that 
boy in his refugee camp and met his 
brother, who turned out to be deaf. 
In the camp I went to see the camels 
and visited the school, where the tea-
cher showed me a book. Later that 
night when reading, I felt like being 
inside that novel: everything I did by 
daytime was described there – a very 
strange feeling. That’s when the idea 
for the film was born, including the 
concept for sound and visuals. So the 
film is simultaneously inspired by a 20 
year old Spanish novel and by a real 
place, a real event.

The poetry in the film also comes 
from that book?
J.A. Moreno: The book contains five 
poems, four of them I kept in the film. 
That poetry comes from the camel 

– he is the poet. As Kori is growing 
closer to the animal he pretends to 
read the words from the camel’s lips 
when he is ruminating (re-chewing his 
food). I thought that element of the 
story was as beautiful as a dream.

It’s all about the urge to communi-
cate.
J.A. Moreno: In the South-Algerian 
Sahara desert, nobody knows sign lan-
guage. Still Kori communicates, using 
his entire body. He reminded me 
of Charlie Chaplin, who didn’t need 
sound to express himself. I found that 
very inspiring. Despite his situation, 
Kori is a great actor.

What about the rain falling in the 
Sahara?
J.A. Moreno: On the first day of our 
10 days of shooting, it started rai-

ning, and the rain lasted for a whole 
week. In 25 years it had not rained like 
this in the desert. Roads turned into 
seas, with children swimming. Ama-
zing! The story in the book took pla-
ce during a solar eclipse, which is so-
mething I couldn’t fake, but we turned 
that element into a rainstorm. 

All this probably created difficult 
circumstances to work in.
J.A. Moreno: We only used natural 
light, as we couldn’t use our ligh-
ting equipment because of the rain. 
Furthermore people are living under 
very poor circumstances, and since 
two years ago some NGO people were 
kidnapped by Moroccan activists, for-
eigners are under special protection. 
The conditions were quite extreme.

One question seems unavoidable 
(spoiler alert!): you didn’t see any 
other option than ending the sto-
ry with a dead camel? You never 
thought about making it a happy 
ending?
J.A. Moreno: We had to stick to the 
reality, even if it’s tough. Those are 
nomadic people who have given up 
their lifestyle for living in a refugee 
camp. Camels are the only thing that 
remains from their traditional life, 
and besides the food distributed by 
the NGO’s, camels are all they have. 

The young audience has to deal with 
that. In Q&A’s I found out children do 
understand everything, even the fact 
that the camel has to go. It’s a strong 
sentiment but they accept it. It’s just 
the adults that do not always under-
stand.

Did you show the film to the people 
you made it with?
J.A. Moreno: The Sahara Internatio-
nal Film Festival is a wonderful event, 
taking place in refugee camps and 
already celebrating its 25th edition. 
Last year WORDS OF CARAMEL was 
screened there. Unfortunately back 
then I had a health problem that kept 
me from going, which made me very 
sad. But Kori was there, without tel-
ling anybody. He watched the film wi-
thout making himself known. He told 
me that making the film for him was 
an experience he’ll never forget. He’s 
really a special boy.

Which suits a very special film!
– 
Gert Hermans 

Contact: J.A. Moreno, juanantonio@
makingdoc.com, www.makingdoc.
com

I N T E R V I E W

https://vimeo.com/180592006
https://vimeo.com/180592006
https://vimeo.com/180592006
https://vimeo.com/180592006
mailto:juanantonio%40makingdoc.com?subject=
mailto:juanantonio%40makingdoc.com?subject=
http://www.makingdoc.com
http://www.makingdoc.com
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New European films for children or 
young people which are ready to be 
discovered for your programmes. 
More information and more films 
can be found at www.ecfaweb.org/
european-childrens-film-network/
feature-films. Producers, distributors 
and sales agents are kindly invited to 
inform us of their new releases.

303
Feature Film, Germany, 2018
Director: Hans Weingartner
Prod.: Kahuuna Films, Neue Super, BR
World Sales: Global Screen
Phone: ++49 89 24 41 295 500
info@globalscreen.de
www.globalscreen.de

Blue My Mind

Feature Film, Switzerland, 2017
Director: Lisa Brühlmann
Prod.: Tellfilm, Zürcher Hochschule 
der Künste, Schweizer Radio & Fern-
sehen
World Sales: Be for Films
Phone: ++32 489 80 21 23
pamela@beforfilms.com

www.beforfilms.com

Captain Morten

Animation, Ireland, Estonia, Belgium, 
UK, 2018
Director: Kaspar Jancis & Henry 
Nicholson
Prod.: Nukufilm, Telegael, Grid VFX, 
Calon
World Sales: Sola Media
Phone: ++49 711 96 89 44 40
post@sola-media.com
www.sola-media.com

Ceres

Documentary, Belgium & The Nether-
lands, 2018
Director: Janet Van den Brand

Prod.: Circe Films, A Private View, 
COIN Film, VPRO
World Sales: Beta Cinema
Phone: ++49 89 67 34 69 80
beta@betacinema.com
www.betacinema.com

Denmark
Feature Film, Denmark, 2017
Director: Kasper Rune Larsen
Prod.: Radiator Film, Aarhus Film-
værksted, Anti Film, DFI
World Sales:  Radiator Film
Phone: ++45 21 28 00 30
stefan.frost.kristiansen@gmail.com
www.radiatorfilm.com

Find This Dumb Little Bitch 
And Throw Her Into a River
Feature Film, The Netherlands, 2017
Director: Ben Brand
Prod. & World Sales: Submarine Films
Phone: ++31 20 820 49 40
info@submarine.nl
www.submarine.nl

Fortuna
Feature Film, Switzerland, Belgium, 
2018
Director: Germinal Roaux
Prod.: Vega Prod., Need Prod., RTS, 
Proximus
World Sales: Vega Film
Phone: ++41 1 38 48 060
info@vegafilm.com
www.vegafilm.com

Prod.: Diplodokus, Tangerine Tree, 
Belga Productions
World Sales: Diplodokus
www.diplodokus.be

Circleen, Coco and the Wild 
Rhinoceros

Animation, Denmark, 2018
Director: Jannik Hastrup
Prod.: Dansk Tegnefilm 2
World Sales: Attraction Distribution
Phone: ++1 514 846 12 22
info@attractiondistribution.ca
www.attractiondistribution.ca

Cléo & Paul
Feature Film, France, 2017
Director: Stéphane Demoustier
Prod.: Année Zéro
World Sales: Stray Dogs
Phone: ++33 1 82 28 42 15
sales@stray-dogs.com
www.stray-dogs.biz

Cobain
Feature Film, The Netherlands, Belgi-
um, Germany, 2017
Director: Leopold Nanouk

http://www.ecfaweb.org/european-childrens-film-network/feature-films
http://www.ecfaweb.org/european-childrens-film-network/feature-films
http://www.ecfaweb.org/european-childrens-film-network/feature-films
mailto:info%40globalscreen.de?subject=
http://www.globalscreen.de
mailto:pamela%40beforfilms.com?subject=
http://www.beforfilms.com
mailto:post%40sola-media.com?subject=
http://www.sola-media.com
mailto:beta%40betacinema.com?subject=
http://www.betacinema.com
mailto:stefan.frost.kristiansen%40gmail.com?subject=
http://www.radiatorfilm.com
mailto:info%40submarine.nl?subject=
http://www.submarine.nl
mailto:info%40vegafilm.com?subject=
http://www.vegafilm.com
http://www.diplodokus.be
mailto:info%40attractiondistribution.ca?subject=
http://www.attractiondistribution.ca
mailto:sales%40stray-dogs.com?subject=
http://www.stray-dogs.biz
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Gordon and Paddy

Animation, Sweden, 2017
Director: Linda Hambäck
Prod.: Lee Film, Dockhus Animation
World Sales: New Europe Film Sales
Phone: ++48 503 035 163
kat@neweuropefilmsales.com
www.neweuropefilmsales.com

Los Bando
Feature Film, Norway & Sweden, 2018
Director: Christian Lo
Prod.: Filmbin SA, Original Film, 
Snowcloud Films
World Sales: Sola Media
Phone: ++49 711 96 89 44 40

Matti and Sami and the 
three Biggest Mistakes in 
the Universe

Feature Film, Germany, 2018
Director: Stefan Westerwelle
Prod.: Lieblingsfilm, Aamu Film Com-
pany, NDR, MDR
World Sales: Lieblingsfilm
Phone: ++49 89 89 05 78 30
office@lieblingsfilm.biz
www.lieblingsfilm.biz

More (aka Daha)
Feature Film, Turkey, 2017
Director: Onur Saylak
Prod.: An Ay Yapim prod.

World Sales: Heretic
Phone: ++30 210 60 05 260
info@heretic.gr
www.heretic.gr

Orchestra Class
Feature Film, France, 2017
Director: Rachid Hami
Production: Mizar Films, Ugc, France 
2 Cinéma
World Sales: Gaumont
Phone: ++33 1 46 43 20 60
info@gaumont.com
www.gaumont.net

The Pigeon

Feature Film, Turkey, 2017
Director: Banu Sivaci
Prod. & World Sales: Anagraf Films
info@anagraffilm.com
www.anagraffilm.com

Supa Modo
Feature Film, Germany, Kenya, 2018
Director: Likarion Wainaina
Prod.: One Fine Day Films, Ginger Ink 
Films
World Sales: Rushlake Media

Fortuna

Animation, Germany, Belgium, 2018
Directors: Wolfgang & Christoph 
Lauenstein
Prod.: Scopas Media, Grid Anima-
tion
World Sales: Global Screen
Phone: ++49 89 24 41 295 500
info@globalscreen.de
www.globalscreen.de

More information on all these films 
you will find on our website:
www.ecfaweb.org/european-child-
rens-film-network/feature-films

Phone: ++49 221 588 321 80
info@rushlake-media.com
www.rushlake-media.com

Twigson the Explorer
Feature Film, Norway, 2018
Director: Andreas Riiser
Prod. & World Sales: Paradox Film
Phone: ++47 23 22 71 50
firmapost@paradox.no
www.paradox.no

post@sola-media.com
www.sola-media.com

Marnie‘s World

Los Bando
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The apartment building where the 
film crew is set has 16 floors. Du-
ring filming the lifts are shut down 
and production is located on the top 
floors. Wheezing, I run up and down 
the stairs together with the crew.

The empty tower in Antwerp is a 
special location. The residents tem-
porarily found other places to stay, 
to make room for a big renovation. 
Some elements of the building must 
be kept intact like the tiled hallway, 
the star shaped ceiling decorations,… 
Outside, the wind whooshes rowdily 
around the building, smashing litter 
on the walls. At night the building at-
tracts a different kind of doom, per-
manent night guards are a necessity.

In ROSIE & MOUSSA, a family film by 
Dorothée van den Berghe (MY QUEEN 
KARO), the city is a place to experi-
ence adventures. Together with her 
new friend Moussa, Rosie climbs 
all the way to the roof of the apart-
ment building. There, she confesses 
what’s been troubling her: she really 

On The Set
ROSIE & MOUSSA

W O R K  I N  P R O G R E S S

wants to bring her mother and father 
together again. That won’t be easy, 
because dad’s in prison and mum 
doesn’t want to talk to him anymore. 
The location of the scene made for 
some productional challenges. Pro-
ducer Bram Sterckx (Caviar): “The roof 
will be chock full and we need extra 
security measures for everyone... And 
we’re also preparing two scenes with 
130 extras.”

Screenwriter Michael De Cock: “Rosie 
& Moussa first came out as a short co-
lumn in a magazine. I never knew how 
the story would progress, so every 
episode ended with a cliffhanger. The 
basics were simple: two kids get to-
gether on a roof, the door locks and… 
that was all. An artistic process is of-
ten guided by imposed restrictions, 
that was the case here too. The film 
is simultaneously a summary and an 
expansion of the story. We worked on 
it in the Cinekid Script Lab, which was 

tremendously enriching. During the 
accompanied path we had a coach, 
but we also read the scripts of our col-
leagues, so you get to talking about 
your story with other screenwriters 
from Denmark, the Netherlands, Ice-
land and so on. After one week you 
go home with so much input! It’s half 
a years’ worth of work, concentrated 
in one week.

Complex lives of children

The script was picked by the Flemish 
Audio-visual Fund and director Doro-
thée van den Berghe and production 

company Caviar showed interest. Van 
den Berghe: “It’s interesting to see 
how children experience reality. A di-
vorce, a father in prison… the life of a 
child is complex, and this film dares to 
show it. I love that.” What did van den 
Berghe add to the original stories? 
“The perspective of children, the way 
Rosie and Moussa look at things, and 
the poetry we incorporate into this. 
The books are so rich in imagination 
and it was a challenge to translate 
that to film. For example, there are 
moments when Rosie thinks of her 
father and his figure appears in a sort 
of ‘snow globe’. It’s an original way 
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to emphasise the distance between 
them. We also see how Rosie and 
Moussa experience their neighbour-
hood, as a place full of possibilities to 
go and play.”

Hugs asked

Savannah Vandendriessche (11 ye-
ars old) plays Rosie. “I have a really 
good relationship with the actress 
who plays my mum. I know she isn’t 
my real mum, but she often acts like 
it. She loves hugs. Whenever she sees 
me, she immediately comes to give 
me a hug.”

Caviar likes to work with young acting 
talent they tracked down during a 
long-term street casting. That’s how 
they found Imad Borji (13 years old), 
who plays Moussa. Imad: “At school 
we took a course that would help 
us decide what kind of job we wan-
ted to do. Apparently Dorothée was 
watching us that day. I went to look 
for an appropriate job, but came back 
as an actor. Maybe I will go to a per-
forming arts school now.”

To Dorothée van den Berghe ‘au-
thenticity’ was the most important 
element for casting. That’s why she 
chose Imad, who lives near the area 

where the film takes place. “Imad 
knows the life down there. That’s how 
the young actors enriched the story: 
during improv exercises they added 
details from their own lives. Rosie is 
new to the neighbourhood and dis-
covers the world when her neighbour 
takes her in tow. That element didn’t 
need acting, that was true. That’s why 
you felt the authenticity with Savan-
nah and Imad.” Savannah: “I live in the 
city too, and I like it. Shops and movie 
theatres are nearby and just like Ro-
sie & Moussa you can go on a bunch 
of little adventures. Like when I lost 
my parents in the streets, that was 
thrilling.”

A cat called Titus

Dorothée van den Berghe: “During 
the preparation phase, we never 
practiced specific scenes, but we wor-
ked on themes from the film. Once we 
started shooting, Savannah and Imad 
had already been down that road 
once and were able to go into greater 
detail.“

Savannah trots around in almost every 
scene and is permanently present 
on set. “Sometimes we do so many 
takes, I get cramps in my legs.” How 
is the relationship with her co-star? 

“Sometimes we do stuff together on 
set, and sometimes we just do our 
own thing. In the film it takes a whi-
le before they become best friends. 
Maybe that’s how it’s going be with 
us too. Imad and I can work together 
very well, but we’re not inseparable.” 
Their backgrounds are very different. 
“Rosie’s home is bald and empty; she 
lives alone with her mum. At Mous-
sa’s place it’s always crowded, a lot of 
people are living there, it’s cosy and 
children are constantly making a fuss. 
Moussa really wants a dog, but his 
mum won’t let him, so they take in a 
cat called Titus.”

Savannah: “Every night I look over 
what I have to say the next day, and 
if I do one read through, I know my 
lines. Most times I change a couple of 
sentences, because I can decide to. I 
don’t find acting to be hard. Just like 
when I don’t get what I want, I go pul-
ling angry faces. That’s exactly what I 
do in the film all the time. I’m just not 
ready to see myself on the big screen. 
In any case I always thought I looked 
a little ‘weird’. But that’s kind of fun 
too. Who wants to look ‘normal’? I like 
that I’m ‘special’.
– 
Gert Hermans 

W O R K  I N  P R O G R E S S



20 | Journal 01 | 2018

Short films for the very short ones 

For some, things can’t start soon 
enough, while others try to keep the 
omnipresent flood of images away 
from children as long as possible. Of 
course, this only works within certain 
limitations because whether in the 
subway or at home, moving pictures 
are everywhere! Since the ability to 
process images is not innate and the 
ability to understand fiction at the 
age of four varies widely from one 
child to another, accompaniment and 
contextualisation are all the more im-
portant.

A first cinema visit should therefo-
re not only be accompanied on the 
spot, but ideally also be embedded 
by parents or caregivers in day-care 
centres. Then what could be a better 
vehicle than short films?

In Hamburg, the very first KitaKino-
Wochen (pre-schooler cinema week) 
took place in January. For five days, 
film programs for the youngest were 
shown in six Hamburg cinemas. The 
interest of the day-care centres was 
great, one week after the programme 
went online, almost all 23 screenings 
were sold out.At the same time, when 
preparing the kindergarten teachers, 

a great need for media literacy trai-
ning was felt. The fear for the “evil 
and passive medium” was often even 
bigger than with other teachers. Kin-
dergartens provide perfect circum-
stances for a long-term preparation 
and follow-up, not like in primary 
schools where the learning rhythm is 
defined by the curriculum. Cinema in 
general, the magic of shadow theat-
re, the visual enchantment of picture 
books or even specific films and their 
thematic and aesthetic assets, can 
be used for games and tinkering, and 
thus be processed practically.

Looking at the range of films for the 
youngest, the kindergarten teachers’ 
profound dislike isn’t surprising: good 
films that challenge, and not over 
challenge preschool audiences, are 
hard to find. The age group is either 
chronically underestimated or over-
powered. It might seem as if little 
effort is invested in the production of 
films for children under the age of six.

An almost perfect example of a tar-
get-oriented film for preschoolers is 
Leonid Shmelkov‘s HOPFROG (Pryg 
Skok, Russia, 2012). The film takes on 
a childlike perspective on many levels: 

S H O R T  C U T

colourful mythical creatures and fami-
liar species jumping alternately from 
holes in the ground. That’s how they 
devote themselves to everyday acti-
vities like playing ball or going to the 
bathroom. The understandable yet 
unpredictable stories stimulate the 
imagination. A loose narration about 
a friendship growing, arouses even 
more empathy. Repetitive motives, 
both in visuals and in music, answer 
the need for recognition and variati-
on. Enjoying the shapes and colours, 
children marvel at the unknown. PRYK 
SKOK provides emotional training on 
every possible level: What feelings 
are there to discover? Which ones do 
already feel familiar? Which are plea-
sant, which are not? Short films not 
only offer the young audience their 
own understanding of the media and 
the world, but even have the poten-

tial to instigate creative processes 
without overstraining their attention.
–
Laura Schubert & Lina Paulsen

The Short Cut column is pu-
blished with the help of the 
Mo&Friese KinderKurzFilmFes-
tival, dedicated to short films. 
As a part of the Hamburg Short 
Film Agency, the festival aims 
to present documentaries and 
experimental films in addition 
to animation and short films as 
well as to arouse 
the curiosity of 
children and to 
stimulate 
their 
imagination.

Hopfrog

http://moundfriese.shortfilm.com/en/
http://moundfriese.shortfilm.com/en/
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Mete Gümürhan about MNK BOY
“We’re nothing but sheep”

Identity and how it can be put under 
pressure by migration and classism. 
MNK BOY (‘monkey boy’) follows Ze-
ki’s journey, a twelve-year-old loner 
and comic book geek who moves with 
his single dad from the Netherlands 
to Turkey. Life in Istanbul, where 
rich and poor seem like two opposite 
worlds, challenges him and turns his 
routines upside-down. Ultimately, the 
only option left for Zeki is to reinvent 
himself. He takes on the identity of a 
superhero… but not the kind you’re 
used to.

MNK BOY will be filmed in the sum-
mer of 2018 and should be ready by 
2019. Director Mete Gümürhan once 
lit a fire at the Berlinale’s Generation 
with his documentary YOUNG WREST-
LERS. MNK BOY, a fiction story, again 
manoeuvres between East and West.

The Turkish episode of the film 
starts of in a gated community. Tho-
se do exist in Turkey?
Mete Gümürhan: “Plentiful! Turkey is 
like a pocket version of the US: the 
contrast between rich and poor is 

huge. It’s an ‘all-or-nothing’ country, 
with barely a middle class. These days 
plenty of highly-educated Dutch Turks 
are asked to come and work for Dutch 
companies based in Turkey. They get 
a fancy job, and go living in classy 
neighbourhoods. Just like in the US 
and South Africa, these gated com-
munities are simply built for keeping 
out poor people. It’s protective and 
restrictive at the same time. For Zeki, 
it’s difficult to escape, literally! It’s 
like a prison, with a huge fence he has 
to climb.

From there, he ends up in the real 
world.
Gümürhan: In a sort of shanty town, 
where people struggle to survive, 
living in tiny houses that were built 
illegally. The mix of residents from 
all over the Arab world is something 
Zeki recognises from his own neigh-
bourhood back in Rotterdam. He gets 
accepted easily, until he discovers 
his friends are actually pickpockets. 
When they rob his father, that’s the 
moment Zeki will take on his alter 
ego. But you don’t have to be a super-
hero to fight your demons. 

Apparently the film involves many 
elements from your own life.
Gümürhan: MNK BOY isn’t autobio-
graphical, but it does feel like I’m 
that twelve-year-old boy. There are 
plenty of youthful elements to the 
story: free running, action scenes and 
a love interest. Stylistically looking 
like a youth film, in content MNK BOY 
prods the border between entertain-
ment and contemplation. It is more 
character-driven than plot-driven. 
People like to think they’re all unique 
and authentic, but actually we’re no-
thing but sheep. Zeki needs to choose 
which flock he wants to belong to.

What characterises the company Ka-
liber Film?
Gümürhan: I started Kaliber about 10 

years ago with my then partner Willem 
Baptist (now with Tangerine Tree). 
When we won some serious prize mo-
ney with a short film, it seemed like a 
good investment to start a production 
house. While still studying, we already 
co-produced our first award-winning 
international short films, Willem shot 
his beautiful young audience docu-
mentary I’M NEVER AFRAID, and Ay-
din Dehzad and Bas Broertjes joined 
the company. Since the Netherlands 
are traditionally strong in youth films 
and documentaries we combined 
both in Kaliber’s profile.

What do all Kaliber productions 
have in common?
Gümürhan: Distributors and agents 
have this strong need to label tar-
get audiences. Our films aren’t to be 
boxed in so easily, we’re always se-
arching for boundaries. Even when 
targeting a young audience, we’re 
adding a layer for grown-ups. Both 
YOUNG WRESTLERS and MNK BOY fit 
that description very well.

That might be something the Dutch 
market needs, now it seems a bit do-
zing off.
Gümürhan: Dutch young audien-
ce films seem so goody-goody no-
wadays. It feels like some Dutch pro-
ducers are making the same film over 

MNK Boy



22 | Journal 01 | 2018

W O R K  I N  P R O G R E S S

and over again. The Netherlands Film 
Fund could as well support films with 
an international appeal, films that are 
authentic and that are testing the li-
mits. That’s why MNK BOY doesn’t 
look like a standard youth film. Kali-
ber’s profile was international from 
the beginning. Maybe we have some-
how neglected the Dutch audience. 
Now we’re trying to anchor ourselves 
more strongly into our own country.

Is there an audience for these ty-
pes of films in Turkey? How did it go 
with YOUNG WRESTLERS?
Gümürhan: YOUNG WRESTLERS from 
the beginning was targeting a Europe-
an audience. But I would have never 
expected the film would do so well 
in Asia. I measured YOUNG WREST-
LERS for a male audience, and that 

was a mistake. Participating in some 
school screenings, I heard that typical 
Turkish macho reaction ‘why should a 
boy be looking at other boys’? That’s 
when I understood it was much more 
of a girls’ film.

How does Turkey deal at the mo-
ment with filmmakers with a critical 
gaze, such as yours?
Gümürhan: Critical filmmakers that 
are too outspoken will be rejected. 
But doesn’t that happen almost ever-
ywhere? Funders, financiers and com-
missioning editors will always try to 
have a say in your project. When you 
wrap up your message more subtly, 
the bureaucrats at the top will not 
even notice. But just like everywhe-
re else, the Turkish audience is very 
much polarised. They like those com-

mercial films with macho knickerbo-
ckers. For arthouse cinema the expec-
tations are low.
   
As a superhero story, MNK BOY 
might be a wolf in sheep’s clothing?
Gümürhan: It’s not an average fanta-
sy superhero, it’s more about Zeki’s 
inner qualities. Zeki is an old-souled 
hands-on-type, he doesn’t have an 
iPhone but a flip phone. Like a ‘Bat-
man light’ version: a light-hearted 
character in a darker ghetto environ-
ment. He is wearing a mask, but aren’t 
we all? Everybody chooses his mask as 
a function of how he wants to use it. 
And there is the free running, which 
origins somehow in the ‘grab & run’ 
gang culture, but Zeki’s style is more 
like gymnastics. 

Where would you score better: free 
running or wrestling?
Gümürhan: Wrestling, I’m afraid. I 
was always terrible at sports. Since 
YOUNG WRESTLERS and MNK BOY 
people assume I’m making those 
sportive films out of frustration. To be 
fully prepared, together with my DoP 
and cast I’ll be doing one semester at 
the free runners academy.

I hear your name popping up with 
multiple projects. You’re pretty 
busy people at Kaliber!

Gümürhan: After YOUNG WRESTLERS 
(2014) it took me four years before 
I could start on MNK BOY. Now I’m 
already preparing later projects, in-
cluding a low budget youth film cal-
led MRS. X and a documentary about 
food  and migration. Dutch people 
were potato eaters, until immigrant 
workers came with zucchinis and egg-
plants. I hear people nagging about 
the integration-gone-wrong, but our 
menu should prove the opposite. 
The second generation of migrant 
workers, to which I belong, has done 
everything to succeed: studying, get-
ting education and even becoming a 
filmmaker!
– 
Gert Hermans 

Contact: info@kaliberfilm.nl, 
http://www.kaliberfilm.nl/

Mete Gümürhan (Kaliber Film)

Young Wrestlers

mailto:info%40kaliberfilm.nl?subject=
http://www.kaliberfilm.nl/ 
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With Taschengeldkino school teachers 
in Lower Saxony, Germany, since 2010 
have the opportunity to complete a 
training that offers them the film-ae-
sthetic and film-crafting know-how to 
encourage their pupils into film pro-
duction and to guide and (stylistically) 
support them. TASCHENGELDKINO is 
a cooperation between the Federal 
Academy for Cultural Education Wol-
fenbüttel, the Lower Saxony State 
Institute for School Quality Develop-
ment (NLQ) and the up-and-coming 
International Film Festival Hannover 
with its initiative ‚filmlehrer.de‘.

Taschengeldkino — the concept

Professionals from the film industry 
provide the teachers with practical 
skills in storytelling and screenwri-
ting, camera work, editing and sound 
in documentaries, short films and 
animation. After eight workshops, 
the teachers shoot their own master 
project, and from then on they are 
well-prepared for hands-on film work 
at their schools.
Fred Steinbach, producer and lecturer 
in the project, comments on his moti-
vation: ”Film production with its vari-
ous areas of responsibility is ideally sui-
ted for team activity. How to develop a 
concept in which everything is planned, 
organised and implemented - that‘s 
what I try to convey to participating 
teachers.”

Teaching teachers to experience the 
work processes of filmmaking th-
rough their own practical actions is 
the basic principle. The content of 
the eight seminars follows the course 
of a normal film production process. 
The lessons focus on hands-on expe-
rience, supported by a theoretical 

foundation. Unique to the TASCHEN-
GELDKINO is its continuity. The or-
ganisers are proudly looking back on 
the results of already 100 trained film 
teachers from all over Lower Saxony.

Taschengeldkino — options for 
practical implementation in schools

Scheduling hours and location, post-
poning sessions - the planning of a 
film project reveals the true nature 
and skills of the film teacher, shows 
the flexibility of his/her lessons, the 
school itself and the student. Sche-
duling a film production, squeezing 
it into an hourly and weekly rhythm, 
can hardly be done and often doesn’t 
make sense. Hours go by and the 
workflow is already severely distur-

bed. Filmmaking at school is a chance 
to reinvent yourself and your curricu-
lum. Filmmaking means reorganising 
learning structures and group proces-
ses. Developing new methods, practi-
cing them and slowly making them 
your own over a longer period of time. 
Inevitably questioning old systems, 
even throwing them overboard. That 
costs strength – of which film tea-
chers seem to have an endless supply.

Contact Taschengeldkino:
Claudia Wenzel (+49 511 66 11 02), 
www.up-and-coming.de, 
www.filmlehrer.de.
–
Vera Schöpfer (Young Dogs)

http://www.up-and-coming.de
http://www.filmlehrer.de
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mentary genre. Until I heard a couple 
of verses at an ‘open mic’, we started 
talking and suddenly a story emerged. 
When I started writing, I realised the 
story had already written itself.

From the original 45’ long documen-
tary, now a short version has been 
made, supported by the Dutch bro-
adcasting company EO.
Migom: Exhibitors can’t really cope 
with 45 minutes. The Cinekid festival 
insisted on a short version and wan-
ted to guide me through the re-edi-
ting process. That’s when EO came on 
board as Dutch partner.

What did you focus on in the re-cut?
Migom: The storyline. Documentaries 
have a beginning, a middle part and 
an ending too. Shortening the film, to 
me, was not really an issue. It’s like a 
new start and I know with this versi-
on I can reach so much more people. 
Of course some parts of the story got 
lost and that is a pity. Like a firm dose 
of humour and realism and Si-G’s dre-
am to become a police officer.

Frederike Migom: one work in 
progress, one job well done
SI-G, a documentary”

Si-G is 13-years old and a rapper. With 
her father and sister, she lives in a 
small apartment in Molenbeek. She 
struggles at school and never belie-
ved she could achieve anything with 
her rapping. Until a famous Brussels 
rapper offers her to record a song and 
her dream unexpectedly could come 
true..  

Considering the scarce production of 
young people’s documentaries in Bel-
gium, SI-G by Frederike Migom is a po-
sitive exception. The film premiered 
internationally at Cinekid, runs in the 
Dutch Mensjesrechten (Little People’s 
Rights) series and tours along Belgian 
schools and cultural centres, hoping 
to raise a dialogue among young peo-
ple.

Frederike Migom: In a TV report about 
a school in Brussels, I coincidentally 
saw a young girl dropping a beat. She 
caught my attention, in Si-G I saw a 
girl with a story to tell. At first I wan-
ted to shoot a fiction with her - I didn’t 
have any experience yet in the docu-

But the theme of ‘Molenbeek’ you 
kept in. Were you not afraid that 
would outshine the film?
Migom: We thought about that a lot. 
Contrary to popular belief, Molen-
beek isn’t a place where people dang-
le guns under your nose. In SI-G, peo-
ple get to see a scene very different 
from tanks and search warrants. The 
location should not stigmatise the 
film though. In Q&A’s, Si-G gets lots 
of questions about Molenbeek, whi-
le she can only speak for herself. She 
is not the ambassador of Molenbeek 
and cannot explain every aspect of a 
problem as complex as this.

You show Brussels as a city, diverse 
by nature.
Migom: Whatever you create that has 
to do with urban & youth culture in 
Brussels is by definition diverse. Ho-

wever, my interest in Si-G had nothing 
to do with that. It is about a person 
who wants to show what she’s capab-
le of, a portrait of a girl whose life 
doesn’t come easy. But on stage she 
doesn’t feel inhibited. She has her 
own, unique style to express herself, 
performing and freestyling. 

Apparently you have an affinity for 
the energy of big cities. 
Migom: I have never not lived in a city; 
my life has always been urban. The al-
lure of a city lies in the fact you can 
disappear in it, causing a pleasant 
combination of anonymity and free-
dom. Of course, I appreciate the city 
dynamic, but what for me it is really 
about, is the feeling of no-one lurking 
over you.

D O C U M E N TA R Y

SI-G
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BINTI – feature film in progress

Frederike Migon does direction, Kat-
leen Goossens (Bulletproof Cupid) 
production. With the documentary 
SI-G and the feature film CLOUDBOY 
respectively, they both have just cre-
ated a young audience film. BINTI will 
be their joint project.

Frederike Migom: “BINTI is about the 
right to have dreams. As a child, my 
dreams were big: studying in Ame-
rica and becoming a Hollywood ac-
tress. However, some children are too 
busy surviving to even have time to 
dream.”

12-year-old Binti, born in Congo and 
raised in Belgium, wants to become 
a YouTube celebrity. She has her own 

vlog, Binti’s Bubble. When Binti and-
her father have to run from the police, 
because of illegally residing in Belgi-
um, she bumps into Elias, who spends 
time by himself in his treehouse. 
When both their parents meet, Binti 
comes up with an ingenious plan: to 
partner her dad to Elias’ single mum 
and get them to marry. That way, they 
can stay in Belgium. Elias, silently ho-
ping that one day his father will re-
turn, thinks it’s a stupid idea. But with 
the police on their track, they team up 
in an attempt to prevent eviction.

Migom: “All children deserve the 
chance to dream. Just imagine: at the 
age of 12, together with your friends, 
you’re imagining your future. While 
they’ve got the liberty to hone their 
skills, you don’t even have the liberty 

to show your ID, because you don’t 
have one. And even though you grew 
up here, you’re sent away.”
Katleen Goosens: “Sometimes, child-
ren discover in the morning that one 
of their classmates has disappeared… 
Illegal families fleeing in absolute an-
onymity. BINTI nuances such abstract 
events in an uplifting story. We’ll try 
to make it an accessible movie with 
all the fun and humour of a romantic 
comedy.”

Migom: “Ever since we received pro-
duction support from the Flemish 
Film Fund (VAF), I’ve been on the loo-
kout for crew and locations. BINTI has 
two actors in the lead: both Binti and 
Elias are equally important to the sto-
ry. It’s a tense casting process!”

Binti wants to gain fame as a vlogger. 
Migom: “In the first draft, I had her 
dream of becoming a TV-host. Then I 
realised that’s something from my ge-
neration! In the meantime, I’ve delved 
into the world of popular YouTubers. 
Maybe, we could even engage expe-
rienced vloggers in the production 
and add an interactive element to the 
movie.”
Goossens: “We’ve already registered 
a domain name, just to be sure!”

Migom participated in the Cinekid 

Script Lab, where writers work to-
gether with coaches to perfect their 
script. “A cool experience. In Mieke 
de Jong I found a coach who helped 
me overcome all narrative obstacles. 
It definitely made my story more sta-
ble.”

Goossens: “At Bulletproof Cupid, we 
had a few young audience projects 
being worked on, but thanks to a spe-
cial VAF commission this process was 
sped up. While CLOUDBOY fitted the 
typical Scandinavian children’s film 
tradition, BINTI will be more of an ‘ur-
ban’ story, set in the Brussels suburbs, 
somewhere halfway between squat 
and treehouse.”

Migom: “Elias’ mother is a fashion 
designer with a cluttered, colourful 
workshop and a cosy house. I want to 
juxtapose these eye-catching colours 
with a gritty, realistic camera that fits 
the actual sincerity of the situation.” 
(GH)

Contact: www.bulletproofcupid.be

Frederike Migom

SI-G

http://www.bulletproofcupid.be
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