P  E  N  W  I  T  H    F  I  L  M    S O  C  I  E  T  Y     |     p  r  o  g  r  a  m  m  e     n  o  t  e  s

[image: image1.jpg]


THE HEADLESS WOMAN 

Lucrecia Martel | Argentina 2008 | 12A | 89m | subtitles

Maria Onetto | Claudia Cantero | Ines Efron | Cesar Borden

[image: image2.jpg]


Director, writer and producer Lucrecia Martel was born in Salta, Argentina in 1966. She considers herself self-taught, although she studied at Avellenda Experimental (AVEX), later transferring to The National Experimentation Filmmaking School (ENERC) in Buenos Aires. She did some TV work and produced a number of shorts between ’88 and ’94 before delivering her critically well-received debut feature La Cienaga (The Swamp, 01), which bleakly autopsied the atrophied lives of middle-aged cousins. The follow up, La Nina Santa (The Holy Girl, 04) was an oblique study of the wayward sexual attentions of a precocious adolescent with a possible revenge agenda. Both films were notable for their skewed visuals, often deliberately out of focus, and intelligently detailed ambient soundtracks. Tonight’s presentation was Cannes nominated, and took almost every available gong at the Argentinian equivalent.

“I collect notes on things that interest me: sometimes images, but mostly sound, dialogue, characters, and some very abstract ideas, too. Sometimes, I find a plot or storyline that helps me to put these things together, and I realize that I am working on something that I want to share with an audience - or someone - about the perception of things and situations. For me, the way we define moral issues is linked to emotion and perception. Then I begin to develop the script in layers. There are a number of things that for me are connected, and I need to work them into each scene.  For this film, it was the issue of class, because it was interesting to show it without pointing to it or underlining it. The mise-en-scène, the movement of the characters, and the use of focus - what was in focus and what was not - allowed me to make a very clear reference to it. From the very beginning, when I’m writing, I think a lot about the sound. Many elements of my work in cinema come from an oral storytelling tradition. I think about sound and the rhythm of the sound. It makes it easier to shoot the scene, because you know exactly what you’re supposed to hear, and whether there’s some sound in the scene. When you have that clear, you don’t need too much narrative material.”

“Most of the time, I trust what the characters are saying. So if they say they see a dog, I believe there is a dog. If you show everything, you underestimate the audience. It is important to blur the line between what is real and what is not and to get people to think about reality and perception. If you show everything, you make this path very clear and precise, and it doesn’t help the film. The framing is unconventional - this is precisely a consequence of thinking about sound first. When I get on set, I just need to find a good place to shoot most of the scene. I make the decision about where to put the camera and how to frame in the moment. I don’t think about that in advance. Most of the ideas about using off screen space came from when I was a teenager and used to shoot my family with a video camera. You can learn very quickly from ignorance, and you can try things without paying attention to movies.” 
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“When Maria Onetta and I were discussing the character, we tried to avoid the idea of amnesia. Because it’s not about amnesia. It’s about when you lose the link between things, and the link between a thing and what it means to you. It’s more of a shock. You know it’s a table, but you’re not sure what the table is for. I know that I know you, but I don’t know if I hate you or love you. I also didn’t want to link her with the idea of guilt. It doesn’t work. It’s useless to think deeply about perception and human beings and then to think about being guilty or not guilty. If you use the word “guilt,” you’re saying there is something precise, that there is a reality, and I’m not sure about that. The Headless Woman is not about a woman who feels guilty; it’s about a woman whose worlds are nearing collapse. You can have doubts about whether she kills someone or not. But the film is very clear with how she decides to deal with this possibility, and how the family and social class decide to react to the situation. There is a beautiful and at the same time horrifying mechanism in society: if you want to protect someone, you can disown his or her responsibility across his or her class. This sounds really beautiful, but it only works for some layers of society. The film reveals a blurred moment of a woman’s life, and shows how things become more secure by making certain things disappear. Like my other films, The Headless Woman doesn’t end in the moment that the lights go up, it ends one or two days later.”

thanks to reverseshot.com for the quotes                                                                                                                   steve payne

