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Spannende film noir gebaseerd op de gelijknamige bestseller van Elsa Lewin. Debuutfilm
van regisseur Southcombe, zoon van hoofdrolspeelster steractrice Charlotte Rampling (8
Femmes, Sous le Sable).

In een appartement in Londen wordt een man dood aangetroffen, bruut vermoord.
Hoofdinspecteur Bernie Reid (Gabriel Byrne) is als eerste ter plaatse maar wordt afgeleid
door een korte ontmoeting met een mooie, raadselachtige vrouw (Charlotte Rampling).
Tijdens het onderzoek gaan Bernie's gedachten terug naar haar, die hij opspoort en volgt.
Wanneer ze elkaar eindelijk ontmoeten op een feestje is er wederzijdse
aantrekkingskracht, maar ontrafelt zich ook langzaam een duister mysterie.

Lengte 100min. / Taal: Engels / Land: GB, Duitsland, Frankrijk / Genre: thriller

Récemment séparé de sa femme et de son fils, I'inspecteur chef Bernie Reid ne dort plus
depuis des semaines. Dans I'appartement ou il trouve le cadavre de George Stone, un
divorcé battu a mort, il répond inopinément a un appel. Prés de la scéne de crime, Bernie
est distrait par sa rencontre avec Anna, une passante qui lui laisse une forte impression. Il
la suit, puis la retrouve a une féte de célibataires, ou leur attirance mutuelle est
immédiate, bien qu’Anna ne se souvienne ni de Bernie ni de leur premiére rencontre.
Alors que I'implication d’Anna dans le meurtre de Stone devient évidente, Bernie est
déchiré entre son désir et sa conscience professionnelle. Quand I’énigme de I’esprit
d’Anna se résout enfin, une insupportable vérité se fait jour.

Durée 100min. / Langue: anglais / Pays: Royaume-Uni, Allemagne, France / Genre: thriller
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I ANNA - director’s statement

Something hit a nerve.
A few years ago | read a book and a woman’s face leapt into my mind. She was in pain
and she looked lost and scared. Was she trying to hold onto a memory that was eluding
her, or was she trying to forget something terrible?
This woman was at a the most delicate and vulnerable time in her life: deserted by her
husband and holding on too closely to a grown-up daughter, this woman was thrust out
into the ‘meet’ market to find love again and left to fend for herself in a world that had
changed beyond recognition.
The woman’s face was my Mother’s... but this story was not her own.
‘I, ANNA’ is an American novel by Elsa Lewin. It is her only published work. She is a Jewish
psychoanalyst who lives in Great Neck, New York. A housewife for many years, she led a
pretty sedate life but there was clearly something burning inside. It came out as a scream,
a roar of outrage and injustice and it spawned ‘I, ANNA’. A violent, disparate first novel
but it blazed with an anguished heart and it spoke to me.
It became clear that | had to bring these two people together on film. This face had to
meet this character, this story had to find its incarnation and this would be:
“I, ANNA”
Barnaby Southcombe,
Director/writer.
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I ANNA - Barnaby Southcombe

Barnaby Southcombe begon zijn carriére als regisseur met een Franse adaptatie voor
theater van Harold Pinter’s BETRAYAL in de Studio des Champs-Elysées in Parijs. Hij
stapte vervolgens in de wereld van de muziekpromotie- en reclame in Londen, waarna hij
gevraagd werd de cultserie van Channel 4 TEACHERS nieuw leven in te blazen. Hij
regisseerde de tienerserie AS IF, ook voor Channel 4, lanceerde MTV’s eerste dramareeks
TOP BUZZER, en regisseerde de pilootaflevering van WATERLOO ROAD, de veel
bekroonde prime time dramareeks op BBC1.

[, ANNA is Barnaby’s eerste langspeelfilm, geproduceerd door Embargo Films, het bedrijf
dat hij samen met Felix Vossen en Christopher Simon oprichtte.

Barnaby Southcombe a commencé sa carriere de réalisateur avec une adaptation
francaise pour le théatre de BETRAYAL de Harold Pinter au Studio des Champs-Elysées a
Paris. Il a ensuite entré dans le monde de la promotion de la musique et de la publicité a
Londres, aprés quoi il a été demandé de renouveler la série culte de Channel 4 TEACHERS.
Il a fait la réalisation de la série adolescente AS IF, également pour Channel 4, a lancé la
premiére série dramatique sur MTV TOP BUZZER, et il a réalisé I'épisode pilote de
Waterloo Road, la série dramatique réussite sur BBC1.

[, ANNA est le premier long métrage de Barnaby, produit par Embargo Films, la société
gu’il a fondée avec Felix Vossen et Christopher Simon.




| ANNA - Charlotte Rampling

Charlotte Rampling begon met acteren in 1964 samen met Richard Lester in THE KNACK.
In 1966 was ze te zien als Meredith in de film GEORGY GIRL waarna haar acteercarriere
floreerde in de Britse, Franse en Italiaanse cinema, waarbij ze de controverse niet
schuwde. In 1969 schitterde ze in Luchino Visconti's THE DAMNED (LA CADUTA DEGLI
DEI) en in 1974 in Liliana Cavani’s THE NIGHT PORTER, naast Dirk Bogarde.

Ze kreeg ook erkenning bij het Maerikaanse publiek door haar rol in deremake van
Raymond Chandler's detectiveverhaal FAREWELL, MY LOVELY (1975), later ook door
Woody Allen's STARDUST MEMORIES (1980) en in het bijzonder door THE VERDICT
(1982), een gelauwerd drama geregisseerd door Sidney Lumet met ook Paul Newman.

In haar lange filmografie staan ook Alan Parker’s ANGEL HEART, lain Softley’s THE WINGS
OF THE DOVE, Mikhalis Kakogianni’s THE CHERRY ORCHARD, Julio Medem’s CAOTICA
ANA en Dominik Moll’s LEMMING.

Rampling heeft ook veel en nauw samengewerkt met Franse wonderkind Francois Ozon,
ze was te zien in SOUS LE SABLE (2001), SWIMMING POOL (2003) en ANGEL (2006). Ze
speelde ook in Laurent Cantet's VERS LE SUD, een film uit 2005 over vrouwen die naar het
zuidne trekken op zoek naar sex.

Recentere films zijn MELANCHOLIA van Lars von Trier, THE EYE OF THE STORM,
STREETDANCE 3D, NEVER LET ME GO, LIFE DURING WARTIME, BOOGIE WOOOCGIE,
BABYLON AD en THE DUCHESS.




Comme Jane Birkin et Jacqueline Bisset, elle fait ses débuts a I'écran dans le film-phare du
swinging London, LE KNACK... ET COMMENT L'AVOIR, en 1965, puis tourne dans des
comédies a succes tout en prenant des cours d'art dramatique a la Royal Court School.
Mais trés marquée par le décés brutal de sa sceur, elle décide de quitter la Grande-
Bretagne.

Installée en Italie, Charlotte Rampling y fait sa premiére rencontre marquante, celle de
Luchino Visconti, qui la dirige en 1969 dans LES DAMNES. La comédienne prouve trés tot
qu'elle n'a pas froid aux yeux, passant de I'univers SF de ZARDOZ (Boorman) a celui, SM,
de PORTIER DE NUIT, le film qui la révele au grand public en 1974. Dans ce succés-
scandale de Liliana Cavani, elle incarne une rescapée des camps nazis qui entretient une
étrange relation avec son ex-bourreau. Se plaisant a explorer a travers ses roles les zones
les plus troubles de I'ame humaine, elle s'éprendra d'un chimpanzé devant la caméra
d'Oshima (MAX MON AMOUR, 1985). Les Américains ne sont pas insensibles au charme
de I'énigmatique Rampling, qui fait fondre Woody Allen (STARDUST MEMORIES, 1980),
Robert Mitchum (ADIEU, MA JOLIE) et joue les femmes fatales chez Sidney Lumet (LE
VERDICT).

Ayant élu domicile en France a la fin des années 70, elle y tourne avec Boisset (UN TAXI
MAUVE), Lelouch (VIVA LA VIE !) et Deray (le polar ON NE MEURT QUE DEUX FOIS en
1985). Moins présente sur les écrans dans les années 90, elle livre en 2000 des prestations
remarquées dans LA CERISAIE (d'aprés Tchekhov) et le singulier SIGNS & WONDERS de
Jonathan Nossiter. L'année suivante, Charlotte Rampling fait un comeback éclatant grace
a SOUS LE SABLE, portrait d'une femme désemparée aprés la disparition de son mari,
signé Francois Ozon, cinéaste qu'elle retrouvera ensuite pour SWIMMING POOL et
ANGEL.

En 2001, un César d'honneur vient récompenser I'ensemble de sa carriere, mais loin de
s'arréter en si bon chemin, elle s'illustre aussi bien dans la comédie (EMBRASSEZ QUI
VOUS VOUDREZ, DESACCORD PARFAIT) que dans le thriller (LEMMING), le film d'auteur
(VERS LE SUD, 2006) que le divertissement hollywoodien (BASIC INSTINCT 2). Actrice
sans frontiéres, elle continue d'afficher une prédilection pur les cinéastes insolents et
originaux, de la Francaise Maiwenn a I'Américain Todd Solondz en passant par I'Espagnol
Julio Medem ou le Danois Lars von Trier (MELANCHOLIA). En 2011, alors qu'elle tourne
sous la direction de son fils Barnaby Southcombe, elle fait I'objet d'un documentaire, THE
LOOK présenté a Cannes..
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Gabriel Byrne startte zijn acteercarriere in het prestigieuze lerse Abbey Theatre, en later
speelde hij ook in het Royal Court Theatre en het National Theatre, waar hij veel
hoofdrollen achter zijn naam zette om daarna naar de Verenigde Staten te verhuizen.

Op Broadway werd hij genomineerd voor een Tony Award voor zijn optreden in Eugene
O'Neill's A MOON FOR THE MISBEGOTTEN en won hij de Outer Critics Circle Award for
Best Actor voor zijn acteerprestatie in een ander theaterstuk van O'Neill, A TOUCH OF
THE POET.

Byrne werkte samen met ’s werelds meest toonaangevende regisseurs zoals Joel en
Ethan Coen, Wim Wenders, Jim Jarmusch, Ken Loach, John Boorman, David Cronenberg
en Bryan Singer. Hij schitterde in meer dan 35 langspeelfilms waaronder EXCALIBUR,
MILLER'S CROSSING, INTO THE WEST, POINT OF NO RETURN, LITTLE WOMEN, THE
USUAL SUSPECTS, DEAD MAN, THE END OF VIOLENCE, THE MAN IN THE IRON MASK,
VANITY FAIR, JINDABYNE en WAH-WAH.

OP televisie was hij te zien in o0.a. HBO’s WEAPONS OF MASS DISTRACTION en IN
TREATMENT. Voor zijn acteerwerk in IN TREATMENT, werd Gabriel tweemaal
genomineerd voor een Emmy Awrad en ontving hij een Golden Globe. Als producent
zette hij zijn schouders onder het voor en Oscar genomineerde IN THE NAME OF THE
FATHER en INTO THE WEST.




En 1981, Gabriel Byrne apparait dans son premier long métrage, EXCALIBUR de John
Boorman. Il a alors 31 ans.

Irlandais d'origine, le comédien traverse rapidement I'Atlantique. Apres HANNA K. de
Costa-Gavras en 1983, Gabriel Byrne se retrouve a I'affiche de LA FORTERESSE NOIRE, le
deuxiéeme film de Michael Mann. Il faut cependant attendre 1990, aprés un retour en
Angleterre en 1986 pour le film d'horreur GOTHIC, pour qu'il se révele réellement au
public, avec son réle de bras droit d'un patron de la pégre dans MILLER'S CROSSING de
Joel et Ethan Coen.

Deés lors, son visage austére et ténébreux le cantonne souvent a des thrillers comme
NOM DE CODE : NINA, USUAL SUSPECTS et ENNEMI D'ETAT. Parallélement, |'acteur
s'engage dans des projets plus risqués comme DEAD MAN (1995), SMILLA (1997) ou THE
END OF VIOLENCE (1997), ces deux derniers films prouvant I'attachement de Gabriel
Byrne a la culture européenne. Dans un tout autre registre, il incarne le mousquetaire
D'Artagnan aux c6tés de Gérard Depardieu, de John Malkovich et de Jeremy Irons dans le
film de cape et d'épée L' HOMME AU MASQUE DE FER (1997).

Le passage a I'an 2000 voit le natif de Dublin s'orienter vers des projets plus fantastiques.
Coup sur coup prétre dans STIGMATA, puis incarnation de Satan dans LA FIN DES TEMPS
en 1999, Gabriel Byrne participe également a SPIDER de David Cronenberg, présenté au
Festival de Cannes en 2002. L'année suivante, il donne la réplique a Sylvester Stallone
dans LES MAITRES DU JEU, un thriller sur fond de poker. A I'aise dans tous les registres,
on le voit tantét dans le remake d'un film de Carpenter, ASSAUT SUR LE CENTRAL 13
(2005), tant6t dans des films a costumes comme VANITY FAIR, LA FOIRE AUX VANITES
(2005) et LE PONT DU ROI SAINT-LOUIS, dans lequel il interprete le frére Juniper, I'un des
personnages clé du film.

La suite de la carriére de Gabriel Byrne a lieu sur le petit écran. L'acteur joue notamment
dans la série TV EN ANALYSE. Il y officie durant trois saisons, entre 2008 et 2010,
interprétant le Dr Paul Weston (il remportera le Golden Globe du meilleur acteur en 2009
pour ce réle). Il participe également aux séries VIKINGS et SECRET STATE en 2012. Byrne
retrouve ensuite Costa-Gavras la méme année, presque 30 ans apres Hanna K., pour
tourner LE CAPITAL aux c6tés de Gad Elmaleh. Le film est un drame sur fond de crise
économique, et une plongée dans la décadence du monde de la finance.
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Eddie Marsan is geboren en getogen in East London. Hij liep eerst stage als drukker voor
hij begon te acteren, hij studeerde aan de Mountview Academy of Theatre Arts. Hij werd
al snel een succesvol en populair acteur in theater, op televisie en vooral ook op het witte
doek.

Op zijn indrukwekkende filmografie prijken films van o.a. Martin Scorsese, Alejandro
Gonzdlez IAarritu, Mike Leigh, Richard Linklater, Bryan Singer en Terrence Malick. Hij
speelde mee in 0.a. GANGS OF NEW YORK, 21 GRAMS, VERA DRAKE, waarvoor hij een
British Independent Film Award kreeg voor Best Supporting Actor, PIERREPOINT, V FOR
VENDETTA, THE NEW WORLD, MIAMI VICE, ME AND ORSON WELLES, HAPPY-GO-LUCKY,
SHERLOCK HOLMES, THE DISAPPEARANCE OF ALICE CREED en JACK AND THE GIANT
KILLER.

Op televisie was hij te zien in gelauwerde BBC-dramareeksen zoals GOD ON TRIAL, LITTLE
DORRIT, CRIMINAL JUSTICE en THE 39 STEPS en in de succesvolle RED RIDING trilogy van
Channel 4.

Eddie Marsan est né et a grandi dans le quartier de Bethnal Green, a Londres. Aprés une
carriére de peintre, I’acteur britannique se lance dans la comédie et fait rapidement parler
de lui grace a des rbles de méchants charismatiques et a son travail avec de grands
réalisateurs. En 2003, il campe un révérend (réle qu'il interprétera a nouveau dans
Beowulf, la l1égende viking en 2005) dans 21 GRAMMES d’Alejandro Gonzdlez Inarritu
avant de jouer le violent Killoran dans GANGS OF NEW YORK de Martin Scorsese.

Deux ans plus tard, l'acteur connait une période faste: a I'affiche de MATCH POINT de
Woody Allen, puis du NOUVEAU MONDE, la fresque historique de Terrence Malick, il joue
les militants dans VERA DRAKE de Mike Leigh, qu'il retrouvera en 2008 pour BE HAPPY.
En 2006, Eddie Marsan participe a I’adaptation du comic futuriste V POUR VENDETTA et
obtient de petits réles dans les blockbusters Mission: Impossible 3 et MIAMI VICE - DEUX
FLICS A MIAMI mais c’est en tant que directeur de théatre dans L' ILLUSIONNISTE de Neil
Burger qu'il retrouve le devant de la sceéne.

Par la suite, le comédien se distingue par son interprétation de gangster au crochet dans
HANCOCK de Peter Berg avant de tenir le réle de Il'inspecteur Lestrade dans SHERLOCK
HOLMES. Deux ans apres, habitué aux réles de méchants, il joue les kidnappeurs dans LA
DISPARITION D'ALICE CREED de J Blakeson.
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"You do realise who has to be in this don’t you?" writer and director Barnaby
Southcombe recalls saying to producer Felix Vossen on the genesis of I, ANNA. “Felix just
smiled at me - ‘I don’t know? Who do you think?’ Of course he knew; he knew all along I’d
fall forit.”

The script is adapted from the novel by Elsa Lewin, a retired psychoanalyst living in New
York state, which was originally published in the US and Europe in the mid 80s. Producer
Felix Vossen explains more: "I remembered this book had been really controversial in
Germany when | was growing up and it had left a lasting impression on me. | thought
Barnaby might respond to it too. | didn’t realise what an obsession it would become for
both of us.”

Southcombe picks up the story: “I knew what he [Felix] had done. Producers, they’re all
the same! There was only one person to play this. Charlotte, of course. But what was |
going to do? | couldn’t pitch this to her. She would only respond to a script, especially
from me- she is instinctive, impulsive and totally unpredictable with her choices at the
best of times. Her agent of 30 years can attest to that. So we needed a script... But we
didn’t have the rights, we couldn’t hire a writer, so | just started. | had no choice, there
was no other Anna. After a year, we still didn’t have the rights but we had a script and
then she just said ‘yes’.” Vossen explains more about the background ideas behind |,
ANNA: "We wanted to make the kind of film we grew up watching in France and Germany
and would still watch now. Wonderfully ambiguous and intimate crime films with great
comediennes."

Christopher Simon, the film's other producer, came on board at this time: "l met Barnaby
and Felix at the Dinard Film Festival. | was finishing the rounds with a satire (BOOGIE
WOOGIE) I’d produced and | was in the mood for something darker. They told me about I,
ANNA and I loved their ambitions for it. What really interested me is the way it deals with
protagonists who are older than in the typical thriller. The fact that the story is told from
the point of view of the femme fatale and not the detective is an interesting reversal
too.”

Next step was to secure the lead to play opposite Rampling. Southcombe explains “I
wrote with Gabriel in my mind, | heard his voice through every scene. Films are all about
cinematic pairings. Who do you want to see in this world, in this particular story? It’s
always about chemistry and the meeting of great actors. For me, Charlotte and Gabriel
were the only people | could see in these roles.”




Gabriel Byrne was very moved on his first reading of the script. "l had never done a
thriller like this before and it was gripping and a page turner. Usually | find scripts really
hard to read but this was very exciting. The film is very much about the world of memory,
mistaken identity, reality and what’s presented as reality not being that. And it's a
character piece. As an actor, | like working on characters that have internal conflicts.
Anna is also a very wellrounded character, she is complicated - ultimately it's a good
story."

THE INFLUENCE OF NOIR

Southcombe explains his creative influences: “This film feeds into my love of French
cinema of the late 70’s and early 80’s, growing up outside Paris. An illicit taste developed
watching TV from behind the sitting room door where these weird and morally complex
characters thrashed out their lives and fell for their crimes - MAX ET LES
FERRAILLEURS... LE CHOIX DES ARMES... LE CERCLE ROUGE. Catherine Deneuve, Romy
Schneider, Simone Signoret: Elusive women who cannot give you answers but exude this
strength, mystery and emotional restraint. They call it La Pudeur over there.”

Rampling recalls her first reactions on being sent the script: "l thought it was a wonderful
example of film noir in the sense of what | always thought film noir was. The characters
of Anna and Bernie are archetypes of the film genre; they are tragic heroes in a sense.
You don’t know where they came from and you don’t know where they are going. They
are carrying within them a dark past and revealing mysterious things."

Byrne admired what Southcombe was setting out to achieve. "l liked what the ambition
of the director was, to try to make a non-action film; a noir with European sensibility. And
that appealed to me because | love European cinema and always have.”

"Noir, as opposed to a pure thriller, has a moral ambiguity that runs through it. What
drives these characters is always their darker side which is fascinating to explore." Within
the classic noir set-up of detective falling for femme fatale, Southcombe felt that this
source material also offered a fascinating exploration of human frailties. “Here was a
moving account of the complications involved in a spurned, older woman’s right to find
love again in today’s world.”

The actors too were drawn to the genre. "Film noir to me has always had an unexpressed
sense of alienation, and disconnection," explains Byrne. "And all the noir films | like have
the feeling that these are men and women who are struggling with life, and they inhabit
this kind of world where violence can happen at any moment. There’s the possibility of
love, but love isn’t simple. Men believe that they’ve found something and it turns out to
be aniillusion."




In one significant respect, the film moves away from the source material. "There’s an
added element to the novel which is a secret that Anna is burdened with and can’t
remember," explains Southcombe. "She is involved with the murder in some shape or
form - we don’t know if she has done it or not but really this is all hiding a far greater and
more painful secret which is buried inside her mind."

Rampling, who plays the title character, explains the story in broad terms: "There is a
murder, there is a policeman, there is a mysterious woman who passes by the murder
scene - but we don’t know who she is... where she is going. And the policeman follows
this lady because for some reason he is strangely fascinated by something about her. And
little-by-little things reveal, things open up, boxes open up, connections open up, little
windows into the lives of people open up and we tell a story."

LONDON AS A CHARACTER

Southcombe: “The novel is set in New York but | was quite keen to move everything to
London. It feels like New York has had the story of a detective who falls for a woman who
is a suspect in a murder investigation. | thought it would bring a different angle to a
familiar premise and also | wanted to show London differently.”

Continues Southcombe “The London | wanted to represent is more one of feeling than
recognisable landmarks. | moved to the UK when | was eighteen and landed in London.
From what I’d seen of it through films, it was something very quaint and villagey; familiar
and cosy yet this conflicted with my experiences of it. What | felt was this
overwhelmingly large and alienating city. Ironically, it’s sometimes harder to meet people
in a city of nine million than in a remote village. It’s daunting to reach out to someonein a
mass of humanity and even harder to find a person you’re likely to connect with.”

“So with the locations | went for a very 60s and 70s kind of isolated modern architecture,
generally brutalist and concrete. | wanted streets devoid of any pedestrians and clear of
any cars. | worked quite a lot in the Barbican, which is known for its concrete and rather
foreboding, very harsh architecture. | wanted to frame these characters in a landscape
drained of colour and emotion. So you have these two lost souls wandering around trying
to find something or someone which turns out to be each other. | wanted London to feel
anonymous.”

Director of Photography Ben Smithard explains filming in London presented certain
challenges, which they turned to their advantage: "We had only one day of sun out of 30
days of shooting, and it kind of suited us being moody and overcast. It actually gave me a
greater latitude to grade it strongly and darker”




Southcombe talks about the pivotal scenes that were shot at the Barbican Centre.
"What’s interesting is that it is like the Vatican city. It has its own police council, it's very
tightly run and is all private land within the City. It fitted beautifully with this sense of
confusion because Anna can’t remember where she was on the night of the murder, and
she ended up in front of this incredibly aggressive concrete building and there’s some
secret locked inside it. So that was an interesting counterpoint to her very soft and
tender side to have this incredible brutalist modern architecture."

Another key setting was Anna's home which from script stage was a tiny one bedroom
apartment. Production Designer Tom Burton elaborates: "It started off with her being in
a modern council type apartment and | suggested we move her to a mansion block. What
this conveyed was a woman keeping up appearances all the while living in a tiny flat
behind this grand exterior. As | designed the apartment, | made it such that no two walls
were parallel, all the lines are always pulling away from Anna, as she can’t grasp onto
anything solid.”

THE LOOK OF THE FILM

Southcombe outlines the ideas he had for composition. "I was very keen to shoot in
widescreen format, as for me, it is the purest form of film aesthetic and | wanted the
lighting to be subtle - | didn’t want that 30s and 40s hard, deeply-shadowed, noir lighting.
Instead | wanted a formal and deliberate approach to framing but with a naturalism in the
lighting. That also came through in the choice of colours for the sets and costumes."
Smithard explains: "The story didn’t call out for complexity and | find simplicity is the way
forward anyway. It's about giving as much time as possible to the actors. For me it’s all
about human emotion and getting those emotions on screen."

Smithard again: ""We created mostly browns and greys and very dark blues, and then one
thing that came into the film when shooting were these little motifs of reds, a red dress
or a location that had a red in it. That was nice because there are not that many primary
colours in this film. We have used very strong tonality but it's mainly been brown and
greys."

Burton concurs: "It is absence of colours: we wanted to keep a lot of it concrete grey and
browns: this is London in winter and people trying to connect... it's not going to be bright
colours, it's going to be drained, then when colour does come in, it pops.”

Pam Downe, the Costume Designer, felt that the blood red dress that Anna wears was
crucial: "The film has darkened undertones to it - it's got a lot more darkness in it than
light and so | wanted the red. | thought it would be really important because we bleached
colour out for much of the film. But for times of high emotion in the film | wanted to use
strong colour."




The other key aspect to the look of the film was that Southcombe wanted to imbue it
with a 1970s feel: "We had a very retro feel to all the locations, to the costumes, to the
sets."

Burton also felt this was critical to the aesthetic: "There is the history of thriller which
immediately brings to mind very black and white period thrillers, like from the 1940s and
then a certain amount of 1970s. There are elements of this like going into phone boxes,
using old fashion technology, which give it a slightly timeless feel."

Downe explains a sartorial element she kept from the novel, the Mackintosh Anna wears
in almost every scene. "In the book it’s bright red but we loved the idea of a detective’s
mac for Anna. We decided she wouldn’t be too up to date, she wouldn’t be too
fashionable, but she would have a classic look and be very chic." Downe was absolutely
delighted to have the opportunity to dress Charlotte Rampling: "She is such an icon.
Everybody knows her across the generations which is such an achievement for an actress.
She has got an amazing shape - she looks really good when you dress her."

Elaborating Southcombe adds “I think Charlotte’s wardrobe was me having a bit of fun
with the genre. It’s a little role reversal having her wearing the classic detective’s mac. So
we’re not seeing the female protagonist through the detective’s eyes, we’re seeing it the
other way round and spending objective time with her.”

CASTING
Southcombe discusses approaching Charlotte Rampling for the role: “It was done in a
very formal way. | had worked on the script for about a year before | even told her about
it. We’re very direct as far as work is concerned and have a pact of honesty in the creative
things we undertake. It can be quite brutal sometimes! So | sent the script to her agent as
| couldn’t bring myself to give it to her directly. She was on holiday and took it to read.
She phoned me and we discussed it at length, in very dispassionate terms. After an hour
or so there was still no indication of what she thought of it for herself. We were just
talking about the merits of the script, as we often do about other films. So finally | said
“Well are you going to tell me? Are you going to do this part or not?”” And she said, “Yes. |
can’t not, actually”.

On her style of acting Southcombe says “She’s very present, always in the moment, very
instinctive. She doesn’t research performance, it’s very much developed from where she
is at that moment and relies heavily on instinct and reaction. She has this ability to be so
incredibly expressive and transparent. A whole life can pass in the flicker of an eye and
you can read her every thought, but then suddenly she shuts you out and she’s
impossible to read. She is at once engaging and you can empathise with her and then
oddly elusive. It is a fascinating cocktail and a quality | particularly wanted for Anna. You
get a sense of this woman who has experienced these very difficult things in life and is
clearly looking for some relief from that, looking for somebody, looking for love. And
then on the other hand you have got quite a serious psychological unravelling and a
mystery locked deep within a troubled mind.”




“Taking on a film role for Charlotte is a big deal because once she has made that decision
she very much puts her trust in the director. | think that’s what makes her such an
interesting actress, she is still prepared to take risks and be completely unguarded. It’s a
wonderful thing for a director too because there is no safety net, she’ll just go for
anything and there’s real emotional honesty in that. It was a very collaborative
relationship. There were no power dynamics of family or of experience or of hierarchy. |
was the director and she was the actress and that was that.”

From the very outset, Southcombe had only one actor in mind to play opposite Charlotte
in the role of Bernie: Gabriel Byrne, with his capacity for bringing depth and compassion
to a complex character.

"For me there were no others," Southcombe explains. "Cinema is as much about
cinematic pairings as it is about a story that needs to be told. It’s really important that
beyond the film you want to see two people get together. For me it was also a meeting
of those two actors. It didn’t make sense to make it without them both."

Rampling shared Southcombe's conviction that Byrne should be cast as her co-star. "l so
wanted Gabriel on this film," she explains. "It was Barnaby’s suggestion and | was praying
he would say yes, praying he would be free because he is absolutely Bernie to me. He is
that very soulful, very uninhibited person that we needed for Bernie. When | met him |
knew our relationship on screen would work."

Rampling goes on to explain how she and Byrne work together in a very intuitive way -
they both approach their characters instinctively. Byrne agrees with this: " | can’t say
what it is chemically in the air between two actors. We don’t discuss it, but | think we
have an instinctive understanding of each other."

For his part, Byrne was thrilled at the casting: "She is Charlotte Rampling, you know. If
anyone has any interest in cinema, you inevitably come to Charlotte Rampling. She’s
great for this film and she is mysterious when you meet her too. All her work is about
enigmas and mystery. She has one of the most photographed faces in modern cinema. A
face you just have to look at - you are drawn to that face.”

When the two actors met, Barnaby knew he had hit on the right dynamic. "What struck
me was the instant connection between the two actors, their obvious mutual respect but
more importantly the emotional charge that reverberated between them. Their onscreen
chemistry was clear. | just had to set a path for them to pursue it."

On describing her own character, Rampling says: "Anna is a mystery, as much a mystery
as | am to myself. She is a fallen femme fatale; she has been trapped by her own mistakes.
She is a real femme fatale in a sense but not in the Hollywood tradition, rather in the lived
tradition - a tradition we can actually identify with. We don’t need to know much about
Anna, except that we capture her at a point in her life when she is absolutely tragic. She
holds a tragic secret which we find out about at the end, and which turns around her
life."




"I haven’t created a back story for Anna," Rampling continues. "l take Anna from the
moment something happens in her life which completely changed her forever and that
time was two years before we meet Anna in the story. The Anna before that, | don’t know
who she was and that is not important to me because the life changing experience she
went through has made her into the Anna we know when we meet her on screen."
Rampling talks about the love story that gradually and very touchingly emerges
throughout the course of the film. "Bernie and Anna come together little-by-little, like
two rather damaged creatures who are seeking some form of comfort. The depths of
where they have both gone in their emotional life resonate with them. There is a
recognition of a soul mate."

The film deals with what Southcombe describes as "the contract of love" through Anna's
contrasting, parallel storylines: “on the one hand there is George Stone, whom we
discover to be the murder victim and a man Anna has met at a singles party; and then
there is Bernie.

One line takes her through lust and the other through a chaste and more tentative love.”
The two strands run alongside each other through a structure of flashbacks. Southcombe
elaborates: "It’s a very chaste relationship and one that | find quite beautiful. It’s almost
from another era of cinema, where the smallest of kisses are like the greatest expression
of physical love. | find it quite touching that there is this modesty between these two
characters, and an understanding that goes way beyond the physical realm. As a polar
opposite, George Stone represents the modern edge of love, the lust contract you must
enter into in order to access intimacy. Anna is clearly uncomfortable with this and
although desperate to meet someone, needs the helping hand of Honor Blackman’s
character, Joan, to finally accept that she must submit to the flesh.”

Byrne discusses his own character Bernie who is caught completely off guard by his
attraction for the mysterious Anna. His growing obsession with her, and understanding of
her, ends up calling his professional integrity into question. One of the central enigmas of
the film is that Bernie is forced to change his feelings for Anna as the plot develops, as
Byrne outlines: "Bernie goes on that journey unexpectedly and has no idea where it’s
going to end up. | would like to preserve that as one of the reasons of why you should see
the film, you should buy into and embrace the notion of mystery."

So too, Byrne says, the audience is led into a world they are not sure of. "Hopefully the
film will be about a journey that is not expected. This is a film primarily about enigma and
mystery. You don’t quite know what’s going on. You don’t quite know what people are."
Byrne goes on to discuss how the film turns traditional notions of the police detective on
their head: "One of the things that interested me was we’re used to a certain kind of
depiction of ‘the cop’ in films. In my research | went to visit and hang out with detectives.




What struck me about them was the job they did was different to who they actually were.
So when it came time to go into action and put on the blue light in the car and possibly go
into an area of danger, that’s what their job was. But when they weren’t doing the job, |
was struck by their humanity, and the ordinariness of their concerns outside their roles of
cops. | thought, wow, I’d like to play with the idea of a cop not being a door-kicking hard
nose but actually somebody who is capable of, in a story, going through a real internal
conflict... connected with their work."

SUPPORTING ROLES

"I was looking for people who would have a different take on the material," explains
Southcombe in terms of assembling the rest of the cast. "What’s interesting to me about
supporting actors is that there is a certain amount of function they have to perform; they
have to service the story and the main characters. So it’s really important for the
supporting actors to have a world they can bring to it."

This proved particularly pertinent with Eddie Marsan who plays Franks, Bernie’s deputy
detective. Southcombe elaborates: “Eddie Marsan is somebody I’ve always admired; he’s
such a chameleon, such a versatile actor and what’s interesting is he brings such different
worlds to each of his characters. What was fascinating about Eddie was his take on the
material. | was looking for somebody to bring something different to what was written
on the page and from the very first day he completely changed the face of the character,
came at it from a completely different angle which was really surprising and refreshing
and brought a depth and a humanity to it. Franks originally had a chip on his shoulder and
was quite aggressive or a bit of an upstart and Eddie’s take on it was completely the
reverse. It’s one filled with empathy and humour which was just such an unlikely take on
this character but one which made it so much more interesting.”

Hayley Atwell also proved an important piece of casting in the role of Anna's daughter,
Emmy. "I’d seen her in TV series THE LINE OF BEAUTY," adds Southcombe, "And | was
really impressed by her. There is an earthiness and a realism to her which is quite
important to balance Anna’s slight distance and detachment from the real world. It was
very important to have someone incredibly present and who was this life force that Anna
gets drawn to and wants to return to. So what was really important for me was to have
someone very grounded, very real and very sincere and | knew she would be able to bring
that to the part."

Unexpectedly, Atwell and Rampling turned out to be physically well matched. "What was
a surprise to me," says Southcombe, "was the two of them spending time together and
going through makeup and wardrobe ended up looking so similar, which was something |
hadn’t anticipated. There’s a great scene where we first meet them and they are both in
profile and suddenly, she was her daughter."




For her part, Atwell was thrilled to have another opportunity to work with Rampling after
their first film together, THE DUCHESS. "Working with Charlotte, someone so beautiful
and elegant and glamorous, after being brought up with all these iconic images of her...
And in a role like this. It is, in parts, a very harrowing film and it just shows her range and
depth as an actor."

The mother/daughter relationship portrayed in the film strikes Atwell as true to life: "I
think it's quite authentic. At times they can be best friends, and at times she is annoyed
by her mother and equally her mother doesn’t approve of certain things that she does or
says. And that’s very real and there are some touching moments to it and lots of different
feelings and tensions that happen between a mother and daughter." Southcombe
agrees, "l needed someone who could stand up to Charlotte because those traditional
roles are reversed - Emmy ends up being a mother figure. So | needed someone who
could really hold their own - somebody strong."

“Jodhi May was one of the first people | met after we cast Charlotte and Gabriel. She had
a very firm take on the character of Janet. | was curious to see how the very intense few
moments that she has would develop months later when we came to shoot. What was
interesting was just how anchored that part was for her in that when we came back to
revisiting it on set it was almost identical, | mean still as fresh and vibrant and exciting but
exactly what we’d explored the first time we’d met two or three months prior. Some
actors just really have this incredible mnemonic of performance and this was once she’d
found it there was no changing it.”.

Southcombe is also keen to highlight the pivotal cameo role played by Honor Blackman:
"She was the one and only person we offered it to. | wanted somebody who had stature
and poise. Her scene is very important for Anna; it is one where she is given her home
truths. We see what she is trying to project to the world, and that someone sees through
it and it is hollow. Honor Blackman is such a formidable and classy ‘gal’. You can’t get
better than Pussy Galore!"
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DEBUT FEATURE FILM-MAKING
Southcombe's experiences of making his first film have been very positive, as he explains:
"I’ve done a lot of TV, so in a way it was familiar and yet it was rewarding in a different
way. Working on a feature, the level of attention to detail throughout, with yourself
down to all the creative departments is like nothing I’d experienced before. Every prop
has a history, a meaning, a journey whether you see it on screen or not. The costumes are
the same; they have a life, they have meaning for when they were worn, why they were
worn. If we went to existing locations, we would entirely re-configure the interiors. Your
range of expression becomes so much more broader."

As for his first piece of script writing he says “This is my first feature film screenplay and |
had wanted to use existing material as a guide to help me through the process. It was
slightly more problematic than | expected as it turns out most of the novel is told through
internal monologue and | had made a conscious decision not to use voice-over as a
dramatic device! So the challenge was to find ways to turn what were rather esoteric
feelings into action and find dramatic ways to adapt this. The writing process was about
eighteen months and in between | was also working on television dramas as well. So from
start to finish, the process from writing to completing post-production is four years,
which | guess in film terms is relatively quick.

TRIVIA: “A week before we started shooting Charlotte came to London for her final
costume fittings and hair and make up tests. She came to see me in the production office
rather sheepishly and said she had something to tell me. She pulled up her sleeve and
revealed a giant, white plaster cast having fractured her wrist two days before and having
been so mortified and embarrassed she hadn’t told me. This was five days before the
shoot was to begin and we could only push back by a week because then we’d lose
Gabriel to another film and having already moved the production by about six months it
was quite likely the entire production would collapse. | then had to go away and think
about whether I should call the whole film off. Over the weekend I realised that this could
be a blessing in disguise and so turned her broken arm into the physical manifestation of
what was locked inside Anna’s mind and bursting to get out. The pain and the irritation
that was coming back became a very simple and effective filmic device, in fact one | was
surprised | hadn’t thought of before!”

Byrne appreciated Southcombe's approach to working with actors: "l have worked with
many, many directors over the years and what strikes me always is the vision that each
director brings to their script and their film. There is an unpredictable chemistry between
actors and an unpredictable chemistry between directors and actors. The relationship
between them all involves trust. Part of the relationship between director and actor is
about surrender, but it’s also about trust and co-operation. And being free. Barnaby has
developed and nurtured this film and it’s his vision." He concludes, "My job is to be there
to help to fulfil his vision of the film. But he has been really good in allowing me to be free
and | hope I have allowed him to be free."




For his part, Southcombe was very proud to work with a production team that combined
some highly experienced crew members and some new talent, including French
electronic duo K>i<D , who scored the film. The film features an eclectic mix of
electronica and existing music courtesy of the UK’s Richard Hawley: "I had toyed with a
classically arranged score for a while until | realised the film was calling out for a stranger
sound to mirror the discomfort | was seeing on screen. The moments between Anna and
Bernie though were pulling me towards something different, with a warmer heart, and as
their relationship is so sparsely dialogued, | felt that vocals might work. | have been a fan
of Richard Hawley’s music for a long time and when | tried some of his stuff on the film, it
felt like | had arrived.

Using existing music, especially on smaller budgeted films, is risky business" continues
Southcombe “but | sent the film to Richard and he got back to me the same night saying
that it had touched a chord with him, bringing back memories of his own mother’s
experiences with singles parties! Some things are just meant be | guess.”

Other members of the team brought a wealth of knowledge and skill to the film. "A lot of
them had substantial film experience starting with Peter Boyle, the editor who was an
Academy Award nominee and Ben Smithard, the cinematographer. It was a different
level of experience, attention to detail and talent you could really feel." Southcombe
concludes: "Time is a big bonus for me and certainly in the post production phase, you
realise there are so many more levels you can bring to your film that weren’t even there
at script stage. That’s been an equally fascinating process, mining the hidden depths of
the film."

Byrne shares these thoughts: "I want it to be intriguing, provocative, and to touch
something deep. Because at the end of the day that is what stays with you. If you are
touched deeply by it then you remember it.”

Southcombe concludes: "Yes there is an intrigue, yes there are some aspects of noir, but
ultimately it’s a very human story. It is by no means a happy ending but hopefully one that
touches the very core of humanity. It is also very much a film about compassion and
redemption.”




