55. Forum

75. Internationale Filmfestspiele Berlin

FWENDS

Regie Sophie Somerville

Australien | 2025
92 Min. | Englisch, Franzésisch mit englischen Untertiteln
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Gan. Kamera Carter Looker. Montage Sophie Somerville.
Musik Mike Tilbrook. Sound Design Rizky Pratama. Executive
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Sarah Hegge-Taylor. Produktionsfirma Excellent Friends and
Future Success! (Melbourne, Australien). Mit Emmanuelle
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Weltvertrieb Excellent Friends and Future Success!

Walk and Talk in Melbourne: Em ist aus Sydney angereist, um
ihre Freundin Jessie zu besuchen. Plane gibt es keine — und fir
Em noch nicht einmal eine richtige Bettdecke, aber zum Schlafen
kommen die jungen Frauen ohnehin nicht. Denn schnell sprudelt
das sweet-smarte Gebrabbel, von banal zu gewichtig und retour.
Beide sind auf ihre Art lost: Em, weil ihr vermeintlicher Traumjob
von einem ausbeuterischen und misogynen Klima gepragt ist;
Jessie, weil sich nach einer Trennung ein Vakuum aufgetan hat.
Die gemeinsamen Stunden werden zur Spielflache, das Slacken
durch die Stadt zur miihelos ineinandergleitenden Selbst- und
Fremdbeobachtung. FWENDS beriihrt den sensiblen und diffusen
Bereich zwischen Spatadoleszenz und Erwachsenenleben, oder
wie Regisseurin Sophie Somerville trefflich beschreibt: ,How
being in your 20s means staring into a dark, deep, meaningless
void.” Dabei halt sie sich eher an die Komadie als ans Drama,
Analysen zur schwierigen Gegenwart werden mit Kostiim und
Soundeffekt vorgetragen, rappend, improvisiert. Ohne grofies
Budget entstanden, zieht FWENDS auch unerwartete Register —
und ist gleichwohl Liebeserklarung an eine friihlingshafte
Metropole. (Carolin Weidner)

Sophie Somerville ist eine in Melbourne ansassige australische
Autorin, Regisseurin und Redakteurin. lhre Kurzfilme wurden
auf Festivals auf der ganzen Welt gezeigt, darunter das Telluride
Film Festival und das London Short Film Festival. Ihre Filme
haben beim Sydney Film Festival den Dendy Award fiir den
besten Live-Action-Kurzfilm (PEEPS, 2021) und den Rouben
Mamoulian Award fiir die beste Regie (LINDA 4 EVA, 2023)
gewonnen. Im Jahr 2023 nahm sie am Melbourne International
Film Festival Accelerator Lab fiir aufstrebende australische und
neuseelandische Regisseur*innen teil.

Filme: 2019: Peeps (Kurzfilm). 2023: linda 4 eva (Kurzfilm). 2025:
Fwends.
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Wir brauchen einander so sehr

Geschichten liber normale Menschen sind notwendig,
um uns selbst zu hinterfragen

Hi, ich bin Sophie. Ich liebe es, Filme zu machen. Ich bin richtig
stolz auf meinen ersten Langfilm. Er entstand aus purer Ent-
schlossenheit und Willenskraft. Carter Looker (Kamera) und ich
entschieden, dass wir nicht langer warten wollten. Wir drehten
diesen Film mit dem, was wir hatten, den Leuten, die wir finden
konnten, den kostenlosen Orten, an denen wir drehen durften,
und den Gefallen, die wir einlosen konnten.

Meine ganze Karriere lang habe ich mir originelle Losungen fiir
beschrankende Situationen ausgedacht. Mein Kurzfilm PEEPS
wurde mit einem Budget von 4.000 AUD im Guerilla-Stil in einem
Einkaufszentrum gedreht, schliefilich von Gregory Nava fiir das
Telluride Film Festival ausgewahlt und dann auf vielen anderen
Festivals weltweit gezeigt. Ich mag die Herausforderung, mit
minimalen Ressourcen zu arbeiten, und ich habe eine Formel fir
lustige, erfinderische und warmherzige Geschichten entwickelt,
die die echte Welt als Teil der Asthetik einbezieht.

FWENDS beleuchtet die Komplexitdat moderner Frauenfreund-
schaften auf eine Weise, die ich so noch nie gesehen habe. Aus
meiner kleinen Ecke in Australien erzahlt der Film authentisch
von unserer krankhaften Unfahigkeit zuzugeben, dass wir einan-
der so dringend brauchen. Wir héren immer wieder, dass Ein-
samkeit heutzutage eine Epidemie ist, besonders unter jungen
Menschen. Ich habe das Gefiihl, dass der standige Druck, Geld
zu verdienen und erfolgreich zu sein, unsere Fahigkeit triibt,
auf unsere menschlichen Bediirfnisse zu horen. Man hat leicht
das Gefiihl, dass die Welt einen erdriickt und man sich allein
durchschlagen muss. Es ist viel schwieriger zuzugeben, dass
man einfach nur seine Freunde sehen muss.

Flr mich sind Schauspieler*innen viel mehr als nur sprechende
Marionetten. Sie sind meine Mitstreiter, die mich herausfordern,
meinen Figuren die Tiefe und Menschlichkeit zu verleihen, die
sie verdienen. Einer der Griinde, warum ich immer wieder Filme
mache, ist meine Leidenschaft fir die Schauspielkunst und mein
Wunsch, die Menschen immer besser zu verstehen. Schauspie-
ler*innen machen mich demiditig. Sie gehoren zu den mutigsten
Menschen der Welt. Die stilistischen Entscheidungen im Film
entstanden aus dem Interesse, im Rahmen der Geschichte Si-
tuationen zu schaffen, in denen die Menschen so ehrlich und
menschlich wie maglich sein kdnnen. Es war furchteinfloend,
sich auf so lange Einstellungen einzulassen, aber es war eine
bewegende Erfahrung zu sehen, wie Emmanuelle Mattana und
Melissa Gan sich der Herausforderung mit so viel Finesse und
Mut gestellt haben. Ich bewundere die beiden immer noch.

Ich glaube, es ist notwendig, Geschichten zu erzahlen, die uns
ganz normale Menschen zeigen, die aussehen wie du und ich. So
konnen wir uns selbst mit einem unerschrockenen, verspielten
und skeptischen Blick hinterfragen. Es liegt so viel Heilung und
Katharsis darin, einfach zuzugeben, wie angstlich, verwundet,
chaotisch und witzig wir sind. Mein wichtigstes Anliegen beim
Machen von FWENDS war es, zwei echte Menschen und die sehr



reale Welt in all ihrem herrlichen Chaos zu zeigen. Ich finde,
dieses Chaos ist irgendwie schon.

Sophie Somerville

“There was a chemical reaction”

Sophie Somerville talks to Carolin Weidner and Christiane
Biichner about walking into the void, the joys of
improvisation and the tension between serious and silly

DAS INTERVIEW WURDE AUF ENGLISCH GEFUHRT.

Carolin Weidner: Sophie, in the crowdfunding campaign for
FWENDS you wrote: “Being in your 20s means staring into a
dark, deep, meaningless void.” | found this to be funny and
true. And | wondered, if writing and shooting this film was a bit
therapeutic for you?

Sophie Somerville: Absolutely. | think that's why | wrote the initial
script. It was very much me trying to solve problems in my head
and trying to figure them out through characters and getting
them to have conversations with each other. Everyone in the
crew was friends with each other and | was just so determined
with this film to make something that was just for us, a space for
us to resolve the issues that we're trying to solve. We were like,
let's just make something and not expect any results. Let's make
a cool piece of art and make something that we love. And then
hopefully in by doing that, someone else out there will see how
much we love it and love it as well.

CW: Can you tell us a bit about the process, how you worked?

You wrote the script together with Emmanuelle Mattana, who
plays Em, and Melissa Gan, who is Jessie. There is clearly a lot of
improvisation in the film, how did that go?

SS: For my previous films, I've done a fair bit of scripting. But
with this film, I really wanted to go very deep into improvisation.
So the way | thought about developing a process was really
specific to this film individually, because | wanted it to feel like
one long conversation that could spread in any direction and not
feel constrained by what it says in the script. | wrote an initial
treatment that was never a script. It was just this rambly, messy
document. | used that to cast the actors, but when | started
working with the actors that got completely chipped away. Then
we started shooting, basically with an idea, but not really any
clear plan of the story. We shot in order to just follow the actors.
And as we shot the film, the initial concept was in one place, and
the film started traveling into a different direction.

It forced us to be so present with what we were making because
it was just ,what do we have right now’ as opposed to ,what do
we not have’ and ,what are we trying to make happen‘? Because
we had so little money. It was really about using every single
thing that is real and out there and available to us right now.
And if we don't have something, then we completely change the
scene and the script and the story and we work with the thing
that is there.

CW: Watching Em and Jessie walk through Melbourne makes
it seem like an emotional landscape. Did you draw a map of
the places you wanted to film beforehand? Or was this also
spontaneous?

SS: We created a geography of where they would go. That was
the main thing that was locked in, they start here and then

they go here and then they go over there. That was the only
framework we had. We didn't know what they'd be talking about,
but they'd be in that park. It's an awesome way of working,
actually, because it's really fun and exciting.

Christiane Blichner: The film has a lot of freedom, and you can
feel that. That's probably the basic joy that you have. But within
this freedom, you have very crafted scenes, like the scene with
all the drapes and fabrics. How did you implement things like
this?

SS: | think the craftedness is more spontaneous than you think.
My DOP Carter [Looker, ed.], who's also the producer, and | have
made quite a few films together. For this film, there was a real
sense of trust between him and me, knowing that he would
start zooming on something and | would be very okay with this.
Obviously, there were lots of scenes where we would be very
clear about where the camera moves. But there are moments
that seem very planned out that aren‘t planned out at all, and
they're incredibly lucky and spontaneous. And | think that was
the magic of this film when | was cutting it, because | was like,
wow, all of this looks intentional.

CB: That probably means that you brought together a lot of know!-
edge. People from the art world, people from stage design, maybe
with some expertise in all of this. Is that the secret behind it?

SS: | think all of our crew are very multi-talented, young, artistic
people with different backgrounds. And the actors: Emmanuelle
[Mattana, ed.], one of the main actors, is a playwright, so she

has a lot of writing in her background. That was so useful
because she was a co-writer with me, even though it was an
improvised process. Because of that rounding that she has, she
knew instinctively what would be good dramatically. And Melissa
[Gan, ed.] had that sensibility as well. All of our crew were great
friends, who are also talented filmmakers, and all brought an
individual love and passion for the art form.

CB: | would like to talk a bit about this void we mentioned earlier.
Now that we know more of how you made the film, do you think
that the void of being 20 is deeper and darker now than maybe
my void, when | was 207 Because this recalibration of people
after school, this is very painful after only a few years because
these few years show whether you've made it or not, whether
you made good decisions or bad ones. | just had a 40 year school
reunion. And everybody is like, okay, fine. What is the furniture of
this void you are showing?

SS: I'm thinking back to the initial spark that started me writing
this, which was really this idea of what is the point of feeling

this pressure to work so hard and define yourself through work,
so that you can compete in a housing market that is so difficult,
especially in Australia, because the housing situation is really
terrifying for young people. There's this idea of feeling like you're
a hamster in a little hamster wheel, trying to earn more money
so that you can pay more rent, so that you can earn more money
so that you can pay more rent. And this indoctrination we've all
received about needing to feel successful and important so that
we can impress our parents, so that we can feel like we matter. |
suppose that was the void | was staring into when | was writing.
It was the realization that all the things that get told to you when
you're young, about needing to reach this happy ending, where
you have security and a house and an important sounding job, all
of these things, will not necessarily make you happy. All of the
propaganda of your schooling may not lead you to any victory.
And that's a universal sense of panic, that my friends and | all
feel. So it's really interesting that you said ‘the furniture of the
void', because I'm just thinking about furniture. | don‘t know. But |
don't know as well whether it's a darker void than it would have
been in the past. Perhaps | was just depressed when | wrote that.
| think | probably was. Yeah, | don‘t know.

CB: The housing situation was much better when | was in
my 20s. It was not difficult to find a place, and it was cheap.
It was very, very bad, but it was cheap. | think there are
things that are changing, really. But another aspect of it is
the relationship between the two women. What | found very
touching is how they recalibrate their relationship over the



course of this short weekend. When Em is telling Jessie that she
misunderstood some parts of her in the past, so they need to be
recalibrated. | think that's something important that you have

to learn throughout your life, that you are able to rectify your
relationships. | found that very deep, and | wanted to know more
about your approach towards this aspect of your film.

SS: | really wanted to take these two people, who represent
these two outlooks on life, and go deep enough to be able to
compare. One of the ideas | had in my head in the beginning was
this notion of meeting someone with a different life experience
to you, who may have all these things that you don’t think you
have. Em has this incredible job and Jessie has nothing, but it
turns out they both have what the other doesn’t have. Jessie has
time and space and freedom and Em has none of that. It was
this idea of meeting someone on that opposite end and realizing
that they're not any happier than you, and the problems are just
as deep and complex as your problems. And this idea that they
recalibrate. So much of that happened naturally in the way that
we put all these ingredients into their heads so that there was
this chemical reaction when we had them together. They'd fizzle
and then some resolution and drama would come out of it. It's
really nice to hear that we pulled off that dramatic shift. Because
we obviously wanted to achieve that. | just love going really deep
into people’s heads. It's really interesting.

CW: | like your metaphor of a chemical reaction a lot. And it suits
the style of FWENDS, which is visually sparkling, very vivid and
colorful. | also had to think about ‘90s slacker films and how Gen
X had to deal with their voids. Maybe there is something genuine
about this age. However, did you have any film references in
mind?

SS: When linitially wrote this script, | was thinking about MY
DINNER WITH ANDRE [dir. Louis Malle, 1981, ed.], because |
wanted to do a female Australian version of that. That was a
film that is a conversation. And there's also an Eric Rohmer film,
FOUR ADVENTURES OF REINETTE AND MIRABELLE [1987, ed.],
which is a two-hander between these two French girls, one is
from the city and one is from the country. | remember watching
that and being a bit inspired.

CW: | watched your short film PEEPS [2019, ed.], where you use
similar classical music as in FWENDS. What is it? It certainly
brings a special atmosphere.

SS: In PEEPS, it was a lot of Bach. | love classical music because
it elevates things and makes them feel important, it makes
moments feel grandiose and significant. Culturally, it makes
them feel like they're the center of attention and they‘re worthy
of you sitting there and taking them very seriously. | think that's
why | was so drawn to putting classical music over my work.
Especially when | started doing it in PEEPS, it was about these
young little girls having these conversations that would not be
taken seriously by the world. And the same with FWENDS as
well. Sometimes the conversations between these two young
women are a bit banal. And if there was no music there, it would
feel a lot more mundane and familiar. But then when you add
this big, sweeping, grand orchestral, important music written

by these important, serious old men from the past, it makes it
feel important and serious. And it's like: listen! | also think the
music is just really beautiful. In FWENDS, the main theme tune
is a Chopin piece called “Tristesse”, that is about sadness, but

it also has this incredible beauty to it that is so timeless and
transcendent. | just love the idea of taking ordinary life and then
sending it off into the clouds with some majestic and well-known
piece of music.

CW: Talking of important, serious old men from the past: the
switch to the French voice? What were your thoughts on that?

SS: I've watched a lot of French cinema, a lot of European films
that take themselves so seriously. And | think taking myself

seriously has always been a struggle throughout my career, as
well as the stories I'm trying to tell, because they're often about
ordinary life. Should | take this seriously or should | not? Should |
be feeling this sense of void? Or should | just be enjoying myself?
| love that. | had fun with that moment, for instance, because

it is about this question. It's me being like: how serious is this
moment? And then it also just looks amazing. It feels really
cinematic and serious. And then it has a silly Frenchman saying
something silly. That tension there of how serious are we right
now? | like this.

CW: In the middle of the film there is this scene with the black
light, the microphone and the rap. A key scene, | would say. It's
brilliant. How did that occur?

SS: When | watch that scene, I'm still just like, this is the best
scene ever. It happened naturally because of the way we were
shooting. It was the fifth day and we'd been shooting five days
and we'd been building up this imaginary parallel universe with
all this stuff going on for them. When we got to that scene, | didn't
know what was going to happen after that at all. None of us did,
the actors didn't, | didn't. And | think because of the fact that none
of us knew what was going to happen next, we were completely
wandering out into the void and being like, let's just party. And
when we shot that scene | knew it had to be in the film because
it's just so electrifying. That's why | love improvisation so much,
because you can watch actors just falling and you can see them
losing their sense of what this is. And that is what real life is. We
don’t know what the tone of our story is. We're just living it.

CB: How long did you shoot? How long were you working on the
film?

SS: Ten days of shooting. Very intense ten days. It took about
four or five months to have the shape of the film in the editing
process, and then soundtrack related things for another couple
of months. We were finished by the middle of last year.

CW: Could you imagine doing a film with such a small budget
again, or do you hope that's over now?

SS: | would. Carter and I, who produce the film, we talk about it
a lot of how we just want to do it again, because we had a great
time. But we are developing something that will need proper
money. So obviously that would be much better. And we just
want to pay everyone we work with, of course. So, yeah, that's
the goal.

CB: That's a good goal. To shoot a whole feature film in 10 days
is really very efficient. You found a way to achieve it, even with

a very small budget. So you deserve more budget next time. But
for now, we look forward to seeing you at the festival!

SS: Great. Thank you.



