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... how the story starts: 

In this film two people are confronted with a situation that is completely new for them. 

In a minimalistic setting (an apartment, a hospital) they are each forced to face intimate 

layers of themselves, past feelings, an unfamiliar body, their own body . 

... the developments: 

In the course of the film, father and son embark on a parallel journey: the boy to his (past) 

connection to his mother's body, the father to a past intimacy that he once had with the 

boy's mother. 

... sexuality: 

Manual's sexuality is very vague. In a way he is lost. His interest in people is similar to 

that of his interest in objects; it remains superficial and he builds a kind of fetish rela

tionship to them. At first he experiences his mother's body- like the objects or the masks 

-as a substitute for a deeper relationship to another person. In the course of the film, the 

quality of these relations changes . 

... coming of age: 

I don't really see Manual's path as a coming-of-age story. His journey, triggered by his 

mother's body, does not move towards the development of an identity but rather opens 

up a sensory space of indefiniteness: a physical exploration of a world that does not sub

mit itself to conventional language. What happens there is open. His father Tarso em

barks on the same journey yet in a very different way. 

... the character of K. 

K. is only created through the gaze of Manuel and Tarso. She appears and disappears, 

we dont know anything about her. She has a ghost-like presence in this film. A household 

ghost. 

... the casting and the work process: 

The work with the actors was very important and it began before the shooting with im 

provisations and research that I had developed in collaboration with the choreographer 

and dramaturge Heidi Wilm. We continued this collaboration on set where we created 

several of the film's scenes together. Maria Schuster, who plays the character of Petra, 

took on the challenge of embodying a person in a coma. Actors generally are used to build 

a psychological or biographical background for their characters. In this case, however, 

she couldn't use these conventional tools. Maria brought in a huge measure of generos-

ity to the rehearsals where together we found a way to let her character emerge from her 

physical presence. With Kai Hillebrand it was different. We found him through a street 

casting because we were looking for a skater and not an actor. In a long working process 

that lasted about two months, we worked on his presence and his abil ity to improvise so 

that later we could develop a lot of scenes with him. Working with Ralph Herforth was 

always very intense. He comes from a more commercial cinema. Sometimes we clashed. 

But right from the beginning we had the feeling that he had a wish to try out different 

ways of working. In the course of our work, he revealed a fragility that we had not known 

and that became fundamental to the character of Tarso. Ralph opened up immensely 

during the shooting and added much of himself into the character . 

... Berlin as a location: 

Berlin is not just one but ten or fifteen cities with very different aspects. The Gropius city 

has a certain meaning, for each and every citizen of Berlin. This comes also partially from 

a filmic memory. The Gropius city was initially designed and conceived within the frame 

of social utopic values of the 60's. Then it becametemporarilyforgotten and today is sim

ply a residential area, somewhat Lost without much social life. However it's full of things 

you don't see at first sight; you have to open doors to see what's happening. lt seems 

empty, especially in winter but there is a lot going on beneath the surface . 

... working with cinematographer Rein hold Vorschneider: 

Reinhold really liked the script. He is very rigorous. And he has something that a lot of 

cinematographers don't have: He appears to be quite formal but the most important 

thing for him is to tell the story and to reflect about the images that are made. Some me

dia claim that there's a certain "Vorschneider" aesthetic but that's a mistake. Rein hold is 

not interested in an "aesthetic". Rather he consistently challenges what cinema can be. 

lt wasn't like that I had a story and I wanted a cameraman to deliver me the pictures for it. 

lt was more of an attentive and collective experience of creating something together . 

... the title of his film "Swans": 

The expression "Swans" naturally carries a multitude of meanings as well as a symbolic 

dimension that differs from culture to culture. I would rather not define its meaning for 

the fi lm. I think that every viewer is sure to find a personal relationship between the title 

and the story and perhaps not only on the symbolic Level ... 

... his work in Germany: 

SWANS is a consequence of my life in Berlin. Berlin is a crossroads of cultures where new 

forms of social life have emerged. Some of these forms are not based on the old concepts 

of belonging to a culture of origin. This situation brings many interesting questions. lt is 

within this framework that my work has been developing. 
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