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DIRECTOR’S NOTES





The material that has become Loss of Sexual Innocence was originally intended to be a theatre performance piece. Somewhere around 1983, I had discussed this possibility with Ritsaert Tencate as something we might produce together under the umbrella of the Mickery Theatre in Amsterdam. We had already worked together on three mixed-media pieces which involved both film and performance (‘Redheugh’, ‘Slow Fade’ and ‘Animals of the City’). ‘Slow Fade’ became the genesis of my first film, The House. The intention was that some of the stories would be filmed and some performed live. The set would also be bi-functional in that elements would be used live and also in the film. I had used this technique in the other three pieces. However, this was to be by far the most ambitious project to date, and the most expensive – one of the main reasons why it never happened in this form. I had also begun film-making in earnest and it was difficult to keep the theatre side of my life going, but I did get as far as writing a first draft of the script. My starting point was the idea that most films are based on the structure of the novel and that this was an unnecessary limitation. I had always loved collections of short stories, in particular the Nick Adams stories by Hemingway. Over the years I have become more convinced of this fact. Film structure had become more and more boring.


Every couple of years I would get the script out and work on it. Gradually it began to take shape and the stories started to have more of a relationship with each other. It is interesting what time does to ideas. Prior to doing a second draft, I was struck by how my feelings had moved on. Certain ideas that I had regarded as crucial now seemed less substantial. Other ideas seemed to have more charge than I had realized. So I rewrote and made changes to the overall structure. Although the whole was still very dense – too dense – a shape was beginning to emerge. It is fascinating how these things begin to assume a growth of their own.


Over the next twelve years this process was repeated regularly. The ideas stayed in my mind and I began both adding and taking things out of the structure. During this time I was constantly making films and learning about the reductive process, becoming less precious about images and ideas; in fact, becoming quite vicious with myself. I had learned the hard way that you do yourself no favours by holding on to things that do not belong within the big structure. And ideas are never really lost. One still stores them; they come out in a different way in an entirely different context. The crucial thing in cinema – or life for that matter – is understatement.


Several times the project almost got made. Possible producers would read the script and be fascinated and puzzled by it. They would go out and try to raise money for it, only to be thwarted by the ‘suits’ who invariably did not get it. At one point it almost got as far as pre-production in LA. It was a ‘sure thing’. They ‘loved it’. We had a lunch to celebrate (this was about five years ago) and during dessert the producers brought up a small point, something minor they wished to change, something that they were sure would not trouble me at all because it was so damned trivial. I was intrigued by what this tiny detail could be. They wanted Adam to be white and Eve to be black. What it boiled down to was that the head of distribution was a white South African and he felt that the world was not ready to see a white woman being rogered by a black man. Over coffee I refused to change the script and the producers said that regretfully the issue was a deal-breaker and that was the end of that.


Later I tried to raise the money from Channel 4 and came up against my old friend David Aukin. One time manager of the People Show, David had risen through the ranks of the National Theatre to become the saviour of the British film industry. It is strange that the industry is always perceived as needing one. He read the script and then turned me down because he thought it reminded him of a Brooke Shields film where she and a teenage boy are shipwrecked on a desert island.


Events in Hollywood turned me a little sour for a while and I began to really miss my days in performance art. As a result, I went back to my roots and did Leaving Las Vegas. The film was shot cheap and fast on 16mm and later blown up to 35mm. Amazingly it was a success. More importantly, it established the possibility of working in a much more liberating way, of retaining control of the film and the finished product. This is mainly an economic issue – at a time when budgets are rising and actors charge more for three months work than most people could earn in a lifetime. After Leaving Las Vegas Nicolas Cage moved up into the super-earning league. The world of cinema has gone mad.


I decided to make Loss of Sexual Innocence my next project. I was worried that if I put it off any longer it probably would not survive. Also, life is short and each film takes at least a year to make. After Leaving Las Vegas I had directed One Night Stand for New Line. Although it is a film I am very proud of, I found the return to higher budget production quite a strain and it convinced me to go ahead with my little obsession. The success of Leaving Las Vegas is what made it possible to raise the money for Loss of Sexual Innocence. The money was raised by pre-selling the film all over the world. Among the cast and crew were:




JULIAN SANDS is a friend and an actor with whom I have worked over and over again. In One Night Stand he agreed to do a very small non-speaking part and offering him one of the main roles in Loss of Sexual Innocence had a logic to it. I like working with actors over long periods; I guess this comes from my days on the road with theatre groups. Julian is a very fearless actor, but one who listens very carefully to direction and is sensitive to the overall script. In short, he is a great team-player. He first read the script many years ago, long before he was offered the role and it was a help to me that he was so familiar with the material. I think this is some of his best work. On the first day of the shoot he turned up to watch a scene with a very young actor playing Julian’s character as a small boy in Africa. I became aware that Julian had attached himself to the Art Department and was carrying buckets full of red soil to and from the set. I don’t recall ever seeing a film actor do that before.


SAFFRON BURROWS seemed at first to be too young for the double role of the twins. But after seeing her work in Dennis Potter’s Karaoke (with Albert Finney and Richard E. Grant) and also Circle of Friends, I decided to give her the part. It is interesting, looking back on it, how one carries an image of a role for many years but once it is cast the old image immediately vanishes. My only criticism of her performance is that it is a little too successful. The two twins look very different and most observers think that they are two actors.


MARK LONG (actor and Art Director) is someone with whom I have been collaborating over the past twenty-five years. We worked together in the People Show for ten years and he has had roles in Stormy Monday and The Browning Version. He was supposed to have only one scene in this film but one night there was an emergency when an actor vanished with a bad case of stage fright; he and I both jumped in and did a quick replacement. Something I think we both enjoyed immensely. He and his co-director Jessica Worrall did a superb job on the sets. A particular triumph is the re-creation of Kenya. It was clear that there would never be enough money to go and film in East Africa. We found the one maize field that exists in October in the border country between England and Scotland and added a ton of red soil. The big fear was that a night of frost would destroy the field. We filmed very late in the autumn. Luck held and the illusion worked. It is a scene I am particularly proud of.


I had seen KELLY MACDONALD’S work in Trainspotting and I thought she had a rare spark. It was hard to steal her from the set of Elizabeth, even for two nights, but skilful scheduling finally paid off and she turned up. It is very difficult for an actor just to arrive on a film that is well under way. Everyone has already bonded and you can feel very outside of things. But what an actress this girl is. She has all the right instincts and never oversells a thing. She is someone I would very much like to work with again.


BENOIT DELHOMME is a French cinematographer and painter. His work on Cyclo immediately convinced me that he was the man for me. He seemed not at all phased by my insistence that a) we shoot on 16mm, b) we carry no equipment, c) we shoot two-camera most of the time and that I would be the Second Operator. Many DPs would take violent exception to this. Also I wanted to experiment with different film stocks and processes of development. We have agreed to work together again in the near future [Miss Juliet]. My concern now is that he will be too successful and busy. His work is superb.


PAWEL WDOWCZAK is a Polish sound recordist who has been living in the States for some time. His background is in live field recording of music and he has the most amazing technique, which I do not fully understand, for getting good usable recordings of dialogue in the most impossible situations. I make his life very difficult. This is the fourth project I have asked him to participate in and I cannot see ever wanting to work with any other sound man. He is simply the best there is. He is also a first-rate human being and a man I find very valuable to talk to about scripts and life.


MATTHEW WOOD edited this, his first feature. We had briefly worked together for a day when he cut a commercial for me and I was impressed by his attitude. After a bumpy start to the post-production, everything proceeded with grace and speed. Not an easy task editing something that a director has lived with for such a long time.


STEFANO DIONISI came to my attention one night in LA two years ago. I was on my way to a blues club to hear a band. Stefano was with a group of friends and shyly introduced himself and bought me a beer. He was in LA to have meetings and be available for work. Very well-known in his native Italy for films like Farinelli, it was still not easy for him to cross over into Hollywood. I liked him immediately and as soon as I began casting for this film I offered him the role of Carlo Luca. It was not until I began editing the film that I realized what a powerful actor he was. When I was in Naples recently I realized just how well-known he is; I and the rest of the ensemble became the crowd, Stefano the star.


JONATHON RHYS MEYERS came highly recommended from my casting director JINA JAY. We met and I was able to see that he was an actor who clearly was going to make his mark sooner rather than later. His unusual good looks and the way he presented himself made it very easy for me to offer him the role of Nic as a teenager. He is a good example of the new breed of British actors who have managed to create a style for themselves that owes little to the Hollywood school – a style that is strongly rooted in the contemporary culture.


In casting the roles of Adam and Eve there were certain problems. Both had to be naked for the entire film. Adam had to be black, Eve had not just to be white but Nordic white. This was a challenge to casting director JINA JAY. She arranged for an open casting call and we also went through the more conventional routes of agencies and agents. Most legitimate actors were daunted by the nudity, FEMI OGUMBANJO and HANNE KLINTOE seemed to embody the characters for me. I photographed them together and the camera seemed to love them also. Throughout the shoot these two inexperienced actors (for both of them this was their first film) gave a hundred per cent. Conditions were tough. We shot in late autumn and the water in the lake from which they both emerge was freezing. Never a complaint from either of them. The finale called for them to emerge from the Garden of Eden, naked, in a violent rainstorm and then to be surrounded by paparazzi and street people. They were magnificent.


ANNIE STEWART has been my producing partner on the past four films. We have known each other since 1991, when she was the location manager for Liebestraum. After that, she helped me out as an assistant for a while before taking on the task of producing Leaving Las Vegas, and she is the person I rely on more than any other in order to be able to make films the way I choose. This is a very special job. She is patient and far-seeing and is able to protect me from myself and others. By now I have a reasonably clear idea of how I want to work and Annie is completely in sync with this. As in any business relationship, the goal is to proceed with speed and time-saving efficiency. We are a good team.





The film was shot on Super 16 using two Aaton cameras. The crew was as minimal as I could get away with and there was very little equipment in the way of cranes and track and dollies and lights. Camera was either hand-held or on tripod. The shoot lasted five weeks and in that time we moved from Northumberland to Rome, then to Umbria, back to Rome, then on to the Tunisian desert. We finished on schedule and under budget.


At the time of writing, the film has screened at two festivals and is to be released in late May 1999. Reception thus far has been mixed. Extreme reactions. Some loved it, others thought it very boring. One German critic, dressed entirely in black, asked if I had deliberately set out to make the most boring film of all time. Then he asked me why I had thought that my own life would be of any interest to anyone else in the world. Good question.
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DIARY





Thursday 2 October 97 – Newcastle


We’re in pre-production but grabbed a day of filming to get everyone in the mood and steal a march on the schedule. It’s a nice way of designifying the ritual of commencement as well. I am feeling good and think that the script can be strong. The crew is fine and the collective feeling is very good. In the Art Department we have Jessica Worrall, who comes via Mark Long. Her crew is young and very enthusiastic and I have high hopes of them. First Assistant Director is James Bradley, more of him later; this is his first outing in this role. Amanda Blue has moved up from being my PA and she is now Second Assistant. Barney Reisz (Line Producer) is a dream, a very kind and calm young man with wise old shoulders. From the US I have imported two favourites … Pawel Wdowczak (Sound) and Ira Hurwitz (Continuity). Their calm professionalism will be a good example to the novices on the crew.


Benoit Delhomme is the DP; he is very good and I think will blossom as we go. There is no doubt about his ability and he is excited about the degree of experimentation that I have offered him. He came over from Paris at his own expense and I took him for an English lunch, somewhere off Carnaby Street. The food was awful and I then discovered that I had come out without any cash, so he had to pay as well. I offered him the job there and then.


We did a rigorous film test last week. The Ektachrome, cross-processed, was a revelation and we will be using a fair bit of it, I suspect. I am a little concerned with the camera crew. At the test last week they worried me with their absence of concern for the camera. I also find the camera van to be messy.


Cast-wise we have Julian Sands, Saffron Burrows, Johanna Torrel, Bernard Hill, Gina McKee, Kelly MacDonald, Stefano Dionisi, Mark Long, Linda Evangelista and many more.


Today we shot the African story in a maize field. The addition of some red soil and two Zimbabwean students from Northumbria University speaking Shona made it very real indeed. There is a very real possibility of a frost in the next week, so time was of the essence. The small child playing Nic (John Cowey) was very good and the mixed-race girl (Nina McKay) is also good. I decided to move away from the script and show her face.




Later. We are back at the production office and preparing to shoot suicides and porn magazines in the toilet here. My brother Sean has been more than helpful and the university at which he works has given us a free office in return for me agreeing to use media students as runners, etc.







OEBPS/faber_online.jpg
fi

faber and faber





OEBPS/9780571297467_cover_epub.jpg
THE LOSS of SEXUAL INNOGENGE






OEBPS/a0xiii_online.jpg
Howd Ay | TuesdAY | wieonesday|Tiursday | FRIDAY | SATURBAY| SundAY.
LAST Wekk 15“" ARy 1 [ . 4 5
)
oF MAIZE FlELD
PRET, Pot.i<s Pyores
[EncASTLE oL 1ani ToreT)
FRica’ 6 | Dhiviwc an? G 1 0| pay orr # 7
A O e s | comadl pay | Lompon” | P O ey
Horpety. [PeTRu stmadlmr cormee | oFF | BRATNENT 1S5RS e S
2 LocATions | 5 Prer CARLISLE
ftis Deen E [ e lé L T 73
- i UNCRAL |- & U RNAROY A
Dureor FAT Bey %‘FZ P94 Her FATHER " | en DReAF* Dy &l
Bt - Y
Quamn Waks
¢ 2 ' iz z = s ¢
TRAVEL .| Dy Nic's DReAM. .| Raway L} DAY ofF
To oFF CENES | FRom | NATURE ATAL
TTAY, Ravae |10 Rome
ymBRIA ugain, | vmama ] voss | oo, —
23| [ ate con 28 |ExEYL3INEY 3 37 7 7
(7 e boke con” NERGE™ L menenai | pay DAy ArarrmenT
T3 LAnD | AT AIRPORT. | “Scenes Frod NATURE" oOfF oFF FoR Tit ind’
K i “Scanes FRid
RonE MAEr| Rome Rome Qs tionalliliteg]  RoM1E -
N 3 3 3 7 3 3
TRAVEL T Land” b - .
B | TRE e s (Bue rere| ongis. | wirap | Taver
TUNISIA.L cHren, RAcK
Tunisia | Tunosa | Tumisia T UR.






