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SYNOPSIS

In THE BOSS OF IT ALL, Ravn (Peter Gantzler) is the owner of an IT firm who wants to sell his business. There is just one problem:  when he started his firm he invented a nonexistent president to hide behind when there were unpopular steps needed to be taken.   When potential purchasers insist on negotiating with the "Boss" face to face, the owner hires a failed actor (Jens Albinius, THE IDIOTS) to play the part. The actor suddenly discovers he is a pawn in a game that tests his (lack of) moral fiber. 
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INTERVIEW WITH LARS VON TRIER
BY GEOFFREY MCNAB


You issued a “Statement Of Revitality” earlier this year in which you said you planned to reschedule your professional activities in order to rediscover your original enthusiasm for film. Having made THE BOSS OF IT ALL, are you now revitalised?

I just turned 50, you know. At that age you think of the things you dislike about your situation and you try to do something about it. I had this idea that I would have a longer time to prepare and to shoot my films. The idea was that I wouldn’t be forced to produce all the time just because the company (Zentropa) needs the production, but in the end, THE BOSS OF IT ALL was shot in five weeks. So you can scream all you want and it won’t really help. But, you know, I like problems. Rules are challenging. They are there to create problems for you. I just read “The Statement Of Revitality” again and it seems it will be very difficult to change anything.

You say in your narration at the beginning of THE BOSS OF IT ALL that this is a harmless comedy. Can a Lars Von Trier film ever be harmless?

Well, I felt like saying that. I had been criticized for being too political and maybe I criticized myself for that...for being too politically correct, actually. This is a film that was made very fast. This film is not political and I had fun doing it, but of course the good comedies are not harmless.

Did it feel good to be working in Danish again?

It was very liberating and it felt so good. I am better in Danish. I am not saying I will only make films in Danish in the future, but it was wonderful to make a small film with a small crew. It was very relaxing.

You opened the film at the Copenhagen Film festival. Did you miss being in

Cannes?

It was a choice we made, not to apply for Cannes, and I was happy about it. I have been very happy for my other films to be there in the past and Gilles Jacob (at Cannes) has done a lot for me, but it’s so nice not to have to do a lot of things you don’t like – like the journey, the pressure on you at the festival. I am staying here in Denmark which is very nice, especially in May when I have my vegetables to look after.

When did you come up with the idea of making a comedy?

I had the idea for a film about a company director who doesn’t really exist a long, long time ago, but I thought at first I would give it to someone else. It’s an old idea but it was written just before we filmed it.

What is the secret of making a successful comedy?

The only thing you can do is something you yourself find funny and that entertains you.
How would you define the Danish sense of humor?

It is a characteristic of Danes that they love to hear that they are stupid. Maybe it’s that this is a small country and the people are quite masochistic. They loved it in THE KINGDOM when people talked about the stupid Danes. Here, when the Icelandic people scream at them and say all these nasty things, they really love it.

In the film, there is a clear tension between the Danish company and the Icelandic company that wants to buy it. What is going on right now between Denmark and Iceland?

The fact is that we have a lot of Icelandic people who are buying most of Copenhagen right now. For 400 years, Iceland was under the Danish Crown. All the Icelandic people hate the Danes in that sense. They have freaked themselves out about the Danes. There is this scar from these 400 years that is rightfully there.
You’re the founder of Zentropa and you’re a filmmaker. Do you see yourself as the boss of it all?
Well, the good cop/bad cop idea is a very efficient way of solving problems. We have a good cop and a bad cop here with me and Peter Aalbaek Jensen (at Zentropa). If it is to do with actors and crew, then I’m the good cop, but there are some situations where I am the bad cop and Peter will be the good cop. It is very un-Danish to be a bad cop. Everyone in Denmark wants to be a good cop, but the bad cop is someone who is needed. As soon as you go to the UK or US, the bad cops are there because they are needed, but the Danish people are very, very afraid of conflict.

Can the film be read as an allegory about Zentropa?

That is what the actors said, but I hadn’t thought about it. With Zentropa, my idea was only that we could produce and control the things I directed. Peter Aalbaek Jensen and I are a little strange. We like to have a good time and do strange things. I think it can be entertaining to work at Zentropa. It is not just another production company. There is not a clear idea behind it. It is more intuitive. We are not brought up to say that the money coming in is the most important thing.

The film is very dialogue-based. Did you deliberately avoid visual gags?

When I was a kid, I saw a lot of screwball comedies. I used to like comedies like BRINGING UP BABY and THE ODD COUPLE, with a lot of talking heads. I love PHILADELPHIA STORY and THE SHOP AROUND THE CORNER. That was what I tried to do, something like that. These screwball comedies need to have this idea that some people know something that others don’t. On top of that, I put a moral story about how someone could use this fictional company director to treat his workers really poorly. That became another level.
You had a new producer, Meta Louise Foldager, after many years of working with Vibeke Windeløv. Was that a difficult transition?
No, not at all. The whole film was ready to be filmed when Meta came on. She is very good, but she is different. With Vibeke, it was like a marriage that had to end. Both of us thought we knew what the other meant without talking. That is what happens in marriages also. Vibeke has been extremely good but she wants to do something else.

What do you look for in an ideal producer?

Well, I need a bad cop anyway. First of all I need someone who wants to do the film very much. With THE BOSS OF IT ALL, I wanted a producer that would be just as happy with a small film as a big film.

Could you say something about your use of this new process, “Automavision”?
For a long time, my films have been handheld. That has to do with the fact that I am a control freak and that no one can master framing or images completely. It was better to skip framing all together and go for a hand held ‘pointing’ camera. With Automavision, the technique was that I would frame the picture first and then we would push a button on the computer. That would give us a lot of randomized offsets. I was not in control, the computer was in control.

Giving up control of the camera must be like giving up a limb. Surely it’s not a decision you took lightly.

Oh, yes, I took it very lightly. I needed a form that suited the comedy. I found it a very fresh way of working. I am a man of very many anxieties but doing strange things with the camera is not one of them.

How did the process work?

The good thing is that it gives a style that was not a human style. It (the style) is freed of intention. The rule was that if I did not like the computer off sets I could say no to it but then I would have to press the button again. The idea was not that it should be impossible to make the film but just that it would not be precise. We called the computer Anthony Dod Mantle (after the name of Von Trier’s old cinematographer.) The original idea was that we should hide the camera for the actors and film through a double mirror, but we had too little light. We couldn’t do it.

Did the actors enjoy the process?

Any good actor will frame themselves in a very few seconds. We filmed with a zoom and the actors couldn’t tell which lens we were using but it would have been better if we could have hidden the camera altogether.

Do you think Automavision is an audience-friendly style?

It’s not a style that people will runaway screaming from. 70% of an audience will not even see it. But one thing it is not good for is wildlife photography. We only had the elephant for a quarter of an hour and we were pressing this damned button over and over again. Every time we had a good shot, the elephant had left the frame.

What do you look for in a screen actor?

If an actor thinks he can control his part in a film alone, then he is mistaken. The editing and the whole production of the film is something he can’t control. Editing is such an efficient tool. I think I serve an actor best by using it. The less fixed an actor is before we shoot, the better. A very cheap trick I use is that I film a scene in very many different ways. That means I have a lot of different material when I edit. The more different bits and the more different ways an actor is willing to do the part, the better. That can give some confusion. I think there is a big difference between men and women. Somehow, in a collaboration, women normally trust you more that you will use the material in a good way.

You have said in the past that you connect better with actresses than actors. Here you’re working with actors. Could the boss have been a woman?

The comedy part of THE KINGDOM was carried by men. Maybe I think men are more funny than women. Since I am a man, it is easy for me to know their pretensions.

Have you ever seen the British comedy series, THE OFFICE?

I didn’t watch it on purpose because I knew I was going to be doing a film that took place in an office, but now I am going to see it. I have heard a lot of good things about it.

Why did you shoot in a real office?

I had had a look at Antonioni’s film, La Notte. I wanted it (the office) to be a very dull place. And it is dull.

Does Gambini, the dramatist mentioned at the end of the film, really exist?

No, he doesn’t exist. I was on my way back from Cannes and I saw a big truck filled with food and it said Gambini – and I thought why not. But I do refer to Ibsen. I thought it was very funny when he was called an asshole. You can have a lot of ideas about Ibsen but the idea that he is an asshole is quite strange. The film that we see them watching is MIRROR by Tarkovsky. That is one of my absolute favorites, by the way. I think I have seen it twenty times.

Are you going to continue making smaller films?

Right now, I have gigantic ideas but they’re just ideas as the moment. Let’s see what kind of films they will be. Finishing the Trilogy (begun with DOGVILLE and MANDERLAY and to be concluded with WASINGTON) is part of it, but I don’t think that will be right now. Right now, I am walking around the small woods with my iPod and dreaming.
DEFINITION OF AUTOMAVISION

Automavision® is a principle for shooting film (and recording the sound) developed with the intention of limiting human influence by inviting chance in from the cold and thus giving the work an “idealess” surface free of the force of habit and aesthetics. Once the cinematographer has chosen the best possible fixed camera position and aperture from the artistic point of view, a computer programmed with a formula with limited range is asked to provide a list of offsets to be applied to: tilt, pan, focal length, aperture, horizontal and vertical positioning; a corresponding list of offsets applies to sound: filtering, level, etc.; to be applied once the sound recordist has made his choices. Once the various parameters have been randomized the director, cinematographer or sound recordist may evaluate the modifications, and decide to drop the shot. But every time the camera stops complete randomization according to the Automavision® formula must take place again. To make the most of these partially randomized framing and audio settings for the final film, no further processing of the latter is permitted apart from simple editing assembling the scenes in the chosen order with sound and vision locked together. In other words no shifts may be undertaken via colour grading, image manipulation or sound mixing, as the material will be transferred directly to the distribution print. In the case of THE BOSS OF IT ALL, there was also a rule banning the use of extra lighting on location beyond that already present. Every scene from THE BOSS OF IT ALL was thus shaped in accordance with the Automavision® rules apart from four short breakers containing the director’s comments not covered by the rules.

Lars Von Trier, Filmbyen
May 8th, 2006
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LARS VON TRIER, WRITER & DIRECTOR
Born in 1956, Lars von Trier graduated from the National Film School of Denmark in 1983.  In 1991, he and Peter Aalbæk Jensen set up Zentropa Entertainments, now one of the Scandinavian film production heavyweights. 

Von Trier’s work is wide ranging, from avant-garde to reinterpretations of classic genres. His early works were stylistically innovative explorations of themes and symbols which were to play a central part in his later films. Lars von Trier was the moving spirit behind the recent success of the Danish film industry, and he has influenced a new generation of directors in Denmark and around the world, especially through his key role in Dogme 95. 

Lars von Trier established his name at home and abroad with the E trilogy. The E trilogy illuminates futuristic European traumas and is characterized by its personal, experimental way of filmmaking. The Trilogy consists of THE ELEMENT OF CRIME, EPIDEMIC and EUROPA (ZENTROPA). 

Following the E trilogy von Trier directed two productions for television: MEDEA (1988) and the series THE KINGDOM I & II (1994 and 1997), the latter directed in collaboration with Morten Arnfred. For THE KINGDOM Lars von Trier created a technical style that made it easier to focus on the story and the cast. The knowledge led on to the Dogme concept. THE KINGDOM was mainly shot using handheld cameras. Von Trier ignored the usual rules of light, continuity and editing, and the result was distorted colours and grainy images. The series was von Trier’s first major popular success. The huge interest in THE KINGDOM at home and abroad made it possible for von Trier and his producers, Peter Aalbæk Jensen and Vibeke Windeløv, to finance his next big project, BREAKING THE WAVES, the first film of the Golden Heart trilogy.

This second trilogy was inspired by a sentimental children’s book from von Trier’s childhood about a little girl who is always ready to sacrifice herself to help others. The Golden Heart trilogy consists of: BREAKING THE WAVES, THE IDIOTS and DANCER IN THE DARK. 

In 1995 Lars von Trier presented the Dogme 95 manifesto with its “Vow of Chastity” and in 1998 his dogme film THE IDIOTS received its premiere. 

Lars von Trier’s films have all been officially selected for the International Film Festival in Cannes, and they have won seven awards, including the Grand Jury Prize for BREAKING THE WAVES and the Palme d’Or for DANCER IN THE DARK. His film and TV work has won a wealth of international awards, including an Oscar nomination for Emily Watson’s performance in BREAKING THE WAVES.

Lars von Trier is currently working on his third trilogy, USA – Land of Opportunities; DOGVILLE being the first and MANDERLAY the second part of the trilogy. WASINGTON has been announced for 2007 and will be the final installment in the USA trilogy.
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META LOUISE FOLDAGER, PRODUCER
Meta Louise Foldager joined Zentropa on January 1st 2006. She produced KONGEKABALE (King’s Game), the top box office hit of 2004 in Denmark, which also won twelve of the most prestigious Danish film awards, including Best Feature Film. Foldager’s work also includes NORDKRAFT (Angels in Fast Motion, 2005), directed by Ole Christian Madsen. She served as co-producer on the Icelandic feature NICELAND, directed by Fridrik Thor Fridriksson and is currently working on a number of new features.

VIBEKE WINDELOV, PRODUCER

Vibeke Windeløv began her career in 1975 and since then she has worked with Bille August (IN MY LIFE), Gabriel Axel (CHRISTIAN), Jørgen Leth (HAITI EXPRESS, NOTES ON LOVE and THE FIVE OBSTRUCTIONS), Susanne Bier (FAMILY MATTERS and OPEN HEARTS) and Kristian Levring (THE KING IS ALIVE). Since 1992 Vibeke Windeløv has worked for Zentropa, and produced each of Lars von Trier’s feature films. Their collaboration started with the huge international succes BREAKING THE WAVES, followed by THE KINGDOM II and THE IDIOTS (Dogme 2), DANCER IN THE DARK, winner of the Palme d’Or at the Cannes International Film Festival 2000, the star-studded DOGVILLE and now MANDERLAY. 

As well as feature films Vibeke Windeløv has produced a great number of short films and documentaries by and about different artists including Per Kirkeby, Asger Jorn and Karin Westerlund. From 1998 to 2004 Vibeke Windeløv was a member of the board of the European Film Academy. She served on the jury of the Venice Film Festival in 2001, and has helped to set up production companies in France (Liberator) and Germany (Pain Unlimited).

SIGNE JENSEN, PRODUCER

From 1996 to 2003 Signe Jensen worked at Nimbus Film as a production coordinator and production manager on a number of features: FESTEN, PIZZA KING, MIFUNES SIDSTE SANG, MIRAKEL (Miracle), EN KAERLIGHEDSHISTORIE (Kira’s Reason — A Love Story), IT’S ALL ABOUT LOVE, VOKSNE MENNESKER (Dark Horse). From 2003 to September 2006 she worked at Zentropa as line producer on Lars von Trier’s MANDERLAY and producer of DIREKTØREN FOR DET HELE (The Boss of it all). On September 1st she started as Anders Morgenthaler’s producer at a new production company, Copenhagen Bombay.
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ABOUT IFC FIRST TAKE AND IFC ENTERTAINMENT
IFC First Take is the day and date distribution arm of IFC Entertainment.  First Take releases twenty-four films a year, theatrically across the country and simultaneously on VOD through IFC IN THEATRES. Reaching over 40 million homes, IFC In Theaters is available on demand nationally with Comcast, Cablevision, Time Warner, Cox, insight and on PPV through Directv. 

IFC Entertainment also consists of IFC Films, a traditional distribution company, and the new IFC Center in Greenwich Village.  IFCE is a Rainbow Media company.  Recent and upcoming IFC in Theatres films include:  Ken Loach’s The Wind that Shakes the Barley, Alain Resnais’ Private Fears in Public Places, Jonathan King’s Black Sheep and Christophe Honoré's Dans Paris.
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