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SYNOPSIS

Following Paul Auster’s now legendary collaborations with Wayne Wang on Smoke (for which
Auster won the Independent Spirit Award for best first screenplay) and Blue in the Face (which he
co-directed), The Inner Life of Martin Frost represents Auster’s most original and captivating
work in the movies to date.

After working for three years on a novel, writer Martin Frost (David Thewlis of Naked) borrows the
empty country house of his friends for a long-needed rest. No sooner does he arrive, however,
than an idea for a new story inspires him to get back to work. When he wakes the following
morning, eager to begin his new tale, Martin is shocked to find a strange young woman (Iréne
Jacob of Req) sleeping next to him in bed — the attractive, effervescent Claire. Presumably the
niece of his hosts, Claire wittily overcomes Martin’s initial resistance to her, and the two of them
agree to share the country house, while promising to respect each other’s space. Soon their
attraction for each other takes over and they begin to fall in love; but is Claire really the person
she claims to be?

As Martin nears the finish of his story, Claire falls deathly ill. Does this mysterious muse have an
existence independent from Martin’s story? Can the imaginary cross over into the real world,
and, if so, what are the consequences? These weighty questions are handled with a light touch,
peppered with wordplay, puns, and pratfalls. Just when the story seems to verge on tragedy, it
takes an unpredictable turn into comedy, ignited by a hilarious performance from Michael
Imperioli (The Sopranos) as an obnoxious plumber-cum-writer whose lack of talent threatens his
own muse (lovely Sophie Auster, the director’s daughter).

The Inner Life of Martin Frostis a philosophical mystery that asks us to question the manner in
which we define reality and the way we choose to see the world around us. Like much of
Auster’s work (The New York Trilogy, The Brooklyn Follies, The Music of Chance), this witty and
haunting parable tells a wonderful story and also functions as a testament to the pleasures of
storytelling.




An Interview with Paul Auster on the making of the film

Interview by novelist, essayist and journalist, Céline Curiol is the author of two novels, Voix sans
issue (translated into English as \loice Over) and Permission, as well as a non-fiction book about
Sierra Leone, Route Rouge.

Céline Curiol: You already wrote part of Martin Frost’s story in “The Book of lllusions”.
Why go back to it, expand it, and turn it into a screenplay?

Paul Auster: The Inner Life of Martin Frost has had a rather complicated history. In 1999, | was
approached by a German producer to make a thirty-minute film for a series she was putting
together of twelve short films by twelve different directors on the subject of men and women, so-
called Erotic Tales. | was intrigued by the proposal and decided to take the plunge. It was early in
the year, | remember, February or March, and | sat down and wrote my little script, which came
to about thirty pages. Since the budget was going to be low, | confined myself to just two actors
and one location — an isolated house in the country. It was the story of Martin Frost, a writer, and
a mysterious woman who turns out to be his muse. A fantastical story, really, more or less in the
spirit of Nathaniel Hawthorne. But Claire isn’t a traditional muse. She’s an embodiment of the
story Martin is writing, and the more he writes, the weaker she becomes — until, when he comes
to the last word of the text, she dies. He finally figures out what has been happening and burns
the manuscript in order to bring her back to life. That’s where the short version ended — with
Martin bringing Claire back to life.

CC: What was the response from the German producer?

PA: Very positive. Everyone liked the script, and | went ahead and began making preparations to
shoot the film. Willem Dafoe and Kate Valk — the great actress from the Wooster Group — were
going to be my cast. Peter Newman, the producer of all the previous films I'd worked on, was
again going to produce. We made an itemized budget and were starting to look for a house to
film in when negotiations with the German company broke down. They wanted to release the
money to us in three stages. One third on signing the contract, one third when we started
shooting, and one third when we were finished — and they approved the film. This last point
worried me. What if they didn’t like what | did and rejected the results? One third of the budget
would be lacking, and suddenly Peter would be in the position of having to pay off tens of
thousands of dollars from his own pocket. | didn’t want to put him at risk like that, and so |
backed out of the project. The thing that clinched it for me was a conversation | had with Hal
Hartley. He had just finished shooting one of the twelve films for the series, and lo and behold,
the German producer was insisting that he make changes, putting Hal in exactly the same mess |
was afraid of getting us into. His advice to me was to pull out, and that’s what | did. In the end, it
was probably all for the best. For the fact was that not long after | finished writing the short
version of Martin Frost, | began thinking | should extend it into a full-length feature film. Martin
brings Claire back to life — and then what? That’s where the story would start to get even more
interesting, | felt. So | sketched out a plan for the rest of the film — nothing definite yet, but a
stack of notes to mull over for the future. Then | put it all away and started writing “The Book of
[llusions”, which had been brewing inside me for a long time, close to ten years. That was the
summer of 1999, and | finished the manuscript two years later, exactly one month before the
attack on the World Trade Center. Toward the end of the book, David Zimmer, the narrator, gets
to see one of Hector Mann’s late films shot in the New Mexico desert. For numerous reasons,
The Inner Life of Martin Frost seemed to be the perfect story to use at this point in the novel, so |
adapted the short version of the script and put it in.




CC: Did you make many changes?

PA: Nothing essential, really. The action had to be shifted to 1946, for example. The location had
to move to Hector’s house in New Mexico. The film had to be shot in black-and-white, and | had
to abandon the scenario form and describe the film in prose. Quite a challenge, | might add.
Those changes aside, however, the film in the book is very close to the original screenplay.

CC: Why didn’t you incorporate the longer version into the novel?

PA: | was tempted, but | decided it would take too many pages to do it right, and in the process |
would throw off the balance of the narrative.

CC: Why did it take you three years to go back to Martin Frost after you finished the novel?

PA: There were other books | wanted to write, books | had been thinking about for many years,
and | was reluctant to leave my room...Now that | think about it, September 11 probably had
something to do with it as well. It hit me very hard, watching it happen from the window of my
house in Brooklyn, and the idea of making another film lost its attraction for a while. | wanted to
be alone, to think my own thoughts. Directing a film means giving up a good two years of your
life, and except for the writing of the screenplay, you’re working with other people all the time. |
just wasn’t in the mood for that.

CC: What changed your mind?

PA: “The Brooklyn Follies” was the fourth novel I'd written in six years, and I think | was feeling a
little burned out, not ready to start writing another work of fiction. And Martin Frost was still on
my mind. | hadn’t been able to get rid of the story, and so one fine day | decided to take a crack
at finishing it.

CC: The entire movie takes place out in the countryside, in a very isolated house. What
was the appeal of that isolation and what importance does it have in the film?

PA: To be very blunt, it was largely a question of money. If | was going to get a chance to make
another film, | knew it would have to be done on a small scale, with an extremely limited budget.
That’s why | wrote it for just four actors and used just three locations: the house and the grounds
of the house; the empty road; and for three days at the end of production, a sound stage, where
we filmed the dream sequences and the shots of the spinning typewriter. | was trying to be
realistic. ’'m proud of Lulu on the Bridge, but it turned out to be a commercial failure, and |
understood how difficult it would be for me to raise money for a new project. So, to quote a line
from Fortunato in the film, | forced myself to “think small.” But when it comes to the isolation of
the setting — to answer your question at last — | wanted to create an other-worldly ambiance, a
place that could be anywhere, a place that felt as if it existed outside time. The action unfolds in
Martin’s head, after all, and by choosing the house | did, a little domain cut off from the rest of
the world, | felt | would be enhancing the interiority of the story.

CC: Why did you shoot in Portugal?

PA: Because the producer of the film, Paulo Branco, is Portuguese. | met Paulo fourteen or fifteen
years ago in Berlin — through Wim Wenders, a mutual friend — and we’ve stayed in touch ever



since. After Lulu on the Bridge, he told me that if | ever wanted to make another film, all | had to
do was call him and he would produce it. When the script for Martin Frost was finished, | called.
We explored the possibility of shooting here in America, but we simply couldn’t find enough
money to do it. Paulo has made close to two hundred movies all over Europe, but Portugal is his
home base, and he has all the means at his disposal to work inexpensively there — access to
equipment, labs, crew, the whole works — and so we decided to go there. You watch the finished
film, and you don’t really know where you are. To me, it looks like northern California. And all the
props in the movie are American: the brown grocery bag, the house keys, the yellow legal pad,
the eight-and-a-half-by-eleven typing paper, the license plates, the books on the shelves,
everything.

CC: You put together quite an ensemble of actors. How did you go about casting the film?

PA: In November 2004, just when | was about to start writing the screenplay, | went to France to
give a reading tour in five or six cities. In each theater, | would read a couple of paragraphs in
English, and then a French actor would read the same passage in translation — and back and
forth we’d go until the reading was finished. When my French publisher asked me which French
actor I'd like to work with, | suggested Iréne Jacob. | had met Iréne in 1998 when | went to the
Cannes Film Festival with Lulu On The Bridge. One afternoon, we wound up sitting next to each
other at lunch, and we had a very good talk. When you see her act in a film like Red or The
Double Life of Véronique, her talent and presence on screen are remarkable, but | found her just
as remarkable in life. There’s a special quality to Irene, something I’'ve never seen in anyone else.
A kindness, a goodness, a tenderness — | don’t know what to call it — along with a terrific sense
of humor and a startling lack of egoism, which is almost unheard of in an actor. In short, she’s an
exceptional person, and | wanted her to read with me. She happened to be eight months
pregnant with her second child at the time, which meant she couldn’t go on the tour, but we did
the reading in Paris together. A couple of nights later, she invited me to a play she was
performing in (yes, acting while eight months pregnant!), and after the play we went out for a
drink with some friends. It was raining that night, and she offered to drive me back to my hotel in
her car. That was when lightning struck. | looked over at her as she sat behind the wheel, and |
realized that | was looking at Claire, the one and only Claire. | said to her: “I'm about to start
writing a screenplay, and | think | have a part for you. Would you be interested in reading it when
I'm finished?” She said she would, and when | finished in February, | mailed her the script. A few
days later, she called me in New York and said she was in.

CC: What about the others?

PA: Michael Imperioli had auditioned for Smoke in 1994, and even though we didn’t hire him, |
was very impressed by his work. | gave him a small part in Lulu on the Bridge, but then
something bigger came along for him, and | had to let him go. But | always hoped that one day
we would wind up working together. He’s made a great success in The Sopranos, of course, but
he told me that the movie scripts he’s sent are uniformly dismal. Cops and robbers, always a cop
or a robber, and he turns them all down. He’s so much better than that, with so much more
range and intelligence. When | sent him Martin Frost, he accepted right away. One reading, and
he was in. As for Sophie, | didn’t meet with any resistance either. | know that some people will
say | cast her because she’s my daughter, but that’s not true. There’s no one who could have
played the part better than she does — an eighteen-year-old who can both act and sing at that
level. | feel lucky to have gotten her at the beginning of what promises to be a fine career. You
never know in this business, of course, but there’s a good chance that it won’t be long before
people stop thinking of her as my daughter and refer to me as her father.



CC: And your leading man?

PA: Every movie has its problems, and casting Martin proved to be the biggest problem of all. My
first choice was Willem Dafoe, who was going to play Martin for the short version in 1999, but he
was unavailable. A couple of good actors then turned me down. After that, someone very good
accepted with a lot of enthusiasm, but then we ran into scheduling difficulties, and he had to
back out. Finally, | found someone else and thought we were home free. The film was set to
begin shooting on May 8. In February, | went to Portugal for the first time and found the house
with my first assistant director, Zé Maria Vaz da Silva, and the production designer, Zé Branco.
Then I returned to New York and worked for the next month with the costume designer, Adelle
Lutz, on wardrobe choices for the four actors. The plan was for me to go back to Portugal on
April 1 to begin pre-production. On March 15, just two weeks before | was supposed to leave,
Adelle and | did a wardrobe fitting with the actor who was going to play Martin. Something
wasn’t right. He was very agitated, not at all himself, and then Adelle and | learned that he was in
a bad spot financially. We were making the movie for next to nothing, and all the actors had
agreed to work for minimum salaries. Now, suddenly, my distraught Martin let it be known that
he couldn’t do the part for so little and needed more money. What could | do? | understood his
dilemma, but there was no way we could satisfy his demands. Fortunately, we parted on
amicable terms.

CC: How did David Thewlis enter the picture?

PA: That evening, | asked myself the question: if | could get any English-speaking actor in the
world to play the part, who would | want? The answer was: David Thewlis. | had met David only
once, all the way back in 1997, when | was a member of the jury at Cannes. Mike Leigh was also
on the jury that year, and one morning as we were walking along somewhere, David happened to
pass by, and Mike introduced us. After that, David and | talked for a little while, and | remember
being very touched when he told me that the last three novels he had read had all been written
by me. All well and good. At least David Thewlis knew who | was. But how to get in touch with
him without going through an agent? And how could | hope that an actor of his ability would be
available? | contacted Heidi Levitt in Los Angeles, the casting director who had worked on
Smoke, Blue in The Face, and Lulu on the Bridge, and asked her if she knew someone who could
give her David’s number. Yes, she said, she thought there was someone, and half an hour later
she called back with the number. A promising start. The next morning, | called David in London
and left a message on his cell phone. He called back several hours later, and the first thing he
told me was that when he heard my message he thought that one of his friends was playing a
prank on him. It turned out that for the past several weeks David had been asking around for my
telephone number in order to contact me. There was a complicated and funny story he wanted to
tell me about one of my books, and he couldn’t believe that | had contacted him.

CC: And then?

PA: The script was e-mailed to David, and the next day he accepted the part. It felt like a miracle,
a stroke of astonishing luck. Two and a half weeks later, we met for the first time in Lisbon. He
and Iréne had both come to rehearse with me for several days, and we hit if off immediately. Not
only is he a superb actor, he’s an irresistible person: intelligent, funny, a great raconteur, and
kind to everyone around him. And — here’s where it really starts to get interesting — he’s a writer.
For five or six years prior to playing a novelist in my movie, David had been writing a novel of his



own. Incredibly, he finished the manuscript while we were all in Portugal, just before the first day
of shooting.

CC: What were some of the other problems you ran into while making the film?

PA: I lost my American D.P. in early April, just one week before he was supposed to join me in
Portugal. Paulo sprang right into action and saved the day by finding me Christophe Beaucarne.
As soon as Christophe accepted the job, | flew to Paris to meet him. We talked for six or seven
straight hours, going over the thirty-page shot list | had put together in New York with the other
D.P. This is not to denigrate the man who backed out, but at this point | can’t imagine having
made the film with anyone other than Christophe. He’s smart, fast, sensitive, and experienced.
And physically one of strongest people I've ever known. He was born in Belgium, and after a
while David started calling him “Muscles from Brussels”. David also told me (and this is
someone who’s appeared in close to forty films) that Christophe was the best D.P. he ever
worked with. So, another problem solved at the last minute. And then, more recently, after the
film had been shot and | returned to New York to begin working with my editor, Tim Squyres, |
lost the composer who had agreed to write the score. Music is an essential part of the film.
There’s more than forty minutes of it in Martin Frost, and just when he was supposed to start
working, the composer bailed out on me because he was backed up on another project — which,
rest assured, was paying him a lot more money than our poor little movie ever could. And so
there | was, stuck again, trying to think of a replacement. Two or three days later, Sophie turned
nineteen, and Wim Wenders called to wish her happy birthday. He’s known her since she was a
little tot, and they’re very fond of each other. As it happened, | picked up the phone, and before |
passed the receiver to Sophie, | told Wim about losing my composer and asked if he had any
suggestions. He did. A man named Laurent Petitgand, who had written the circus music for
Wings of Desire and the scores for several of Wim’s movies, including Far Away, So Close. Dear
Wim. He was the one who introduced me to Paulo Branco, and now he had just given me my
composer. | called Laurent right away, and when he said he was interested in the job (low pay or
not), Tim and | express-mailed him a DVD of a rough cut of the film. Laurent watched it, and the
next thing | knew, he was in. Like everyone else who wound up working on this project, he
accepted immediately, was undeterred by the minuscule salary, and did an outstanding job. |
think his score is exceptionally beautiful.

CC: You wore two hats on this movie: writer and director. What are the advantages of
doing both? What are the disadvantages?

PA: To tell the truth, | can’t think of a single disadvantage. I’'m not a full-time filmmaker, after all,
and | tend to think of my occasional forays into the world of movies as an extension of my work
as a novelist, as a story-teller. Not all stories should be novels. Some should be plays. Some
should be films. Some should be narrative poems. In the case of Martin Frost, it was conceived
as a film from the start — just as Smoke and Lulu on the Bridge were. By directing my own
screenplay, | profit from the fact that | know the text better than anyone else. | know the rhythm
of the words, the rhythm of the images, and | can communicate these things directly to the
actors and the crew.

CC: Making a movie on a small budget isn’t easy. Did it force you to restrict yourself a lot?
Did it feel like a big constraint? Did it help in any way?

PA: One would always like to have more money, but | must say that | enjoyed the challenge of
having to make something with very little. It keeps you sharp, on your toes. The film was



designed to be small from the start. The previous scripts I'd written for Smoke and Lulu on the
Bridge were quite long — so long that large chunks of filmed material were cut out in the editing
room. With Martin Frost, | didn’t have that luxury. The film was literally edited in the script, so
that every scene and every word of dialogue wound up in the finished version of the movie. Not
one moment deleted. Tim Squyres, my brilliant, irreplaceable editor (who also edited Lulu on the
Bridge), edited a big film that came out last year, Syriana. He told me they shot over a million feet
of film. With Martin Frost, we shot about eighty thousand feet — including the slow motion
sequences, which eat up film stock at four times the normal rate. The key to pulling off a little
film without any resources, | think, is to be prepared. What helped enormously in this case was
the rehearsal time | had with the actors before we started shooting. Late last summer, when we
were still hopeful that we would begin filming in the fall of 05 in America, Iréne came to New
York, and the entire cast (with the old Martin) rehearsed for a solid week in Michael Imperioli’s
sixty-seat theatre in Manhattan, Studio Dante. All-day sessions, from early in the morning until
late in the afternoon. On two different trips to Paris, | worked alone with Iréne at her house for
several days at a stretch. Then there were the four days with Iréne and David in Lisbon at the
beginning of April. And finally, at the end of the month, a full week of rehearsal with the whole
cast (except Sophie, who was finishing her freshman year of college) in the house where we shot
the film. All this made a big difference. | cut many lines from the script, and by the time we
started filming, the actors were truly prepared, comfortable in their roles. For the last day of that
rehearsal period, | devised a nutty experiment: we shot the entire film on video—in order, scene
by scene. It took about eight hours, and we were all exhausted at the end, but | think it gave us a
sense of the film as a whole, and we came up with some new ideas for blocking and camera set-
ups. That was fundamental, but also having a plan when you show up at the set in the morning,
a coherent shot list, and an idea of what you want to accomplish during the hours ahead.
Paradoxically, the plan gives you the freedom to be spontaneous, the confidence to change
things at the last minute.

CC: What do you look for in an actor? What is the most important quality?

PA: A good question — and a difficult one to answer. | suppose it begins with a kind of
fascination, a desire to watch the person perform. Why do we find some people compelling,
while others leave us cold? Why can some actors break our hearts or make us want to laugh our
heads off? It’s a great mystery to me. How do we know when something is funny or not? If
people laugh, it’s funny. If they don’t laugh, it’s not funny. But no comedian has ever known in
advance what is going to work or not work. That’s why they have to keep trying out their material
in front of live audiences. The same with acting. Some people have the gift, others don’t. But
when you see someone who’s really good, you recognize it at once. You’re transported, and you
can’t take your eyes off them.

CC: There are some funny moments in the film. The broken chair, Martin chasing the tire
down the road, Fortunato’s stories, the outrageous cowboy suit. And yet other scenes are
intensely dramatic, or mysterious, at times even mystical. How do you account for these
shifts in tone, the oscillation between humor and drama? What role does comedy play in
your work — and in Martin Frost in particular?

PA: Life is both tragic and funny, both absurd and profoundly meaningful. More or less
unconsciously, I've tried to embrace this double aspect of experience in the stories I've written —
both novels and screenplays. | feel it’s the most honest, most truthful way of looking at the world,
and when | think of some of the writers | like best — Shakespeare, Cervantes, Dickens, Kafka,
Beckett — they all turn out to be masters of combining the light with the dark, the strange with



the familiar. The Inner Life of Martin Frostis a very curious story. A story about a man who
writes a story about a man who writes a story — and the story inside the story, the film we watch
from the moment Martin wakes up to find Claire sleeping beside him to the moment Martin stops
typing and looks out the window, is so wild and implausible, so crazy and unpredictable, that
without some doses of humor, it would have been unbearably heavy. At the same time, | think
the funny bits underscore the pathos of Martin’s situation. The tire scene, for example. The
viewer knows that Claire has just left the car and run off into the woods, and here comes Martin
pushing a tire down the road, unaware that the woman he loves has just disappeared — and
suddenly the tire gets away from him. It’s classic silent comedy: man versus object. He runs after
the tire — only to have it bounce off a stone and knock him to the ground. Funny, but also
pathetic. The same goes for Fortunato, with all his weird comments, bad jokes, and ridiculous
short stories. He shows up when Martin is at his most abject, suffering over the loss of Claire,
and amusing as | find this character to be, his presence underscores the powerful loneliness that
has enveloped Martin. The saddest scene in the film is also one of the funniest: when Martin
practices Screwdriver Darts on his own. The poor man is so lost, he doesn’t know what to do
with himself anymore.

CC: The pivotal scene in the film is when Claire dies and Martin brings her back to life by
burning the pages of his story. Do you think writing is a dangerous weapon? Can it kill?

PA: Writing can certainly be dangerous. Dangerous for the reader — if something is powerful
enough to change his view of the world — and dangerous for the writer. Think of how many
writers were murdered by Stalin: Osip Mandelstam, Isaac Babel, untold others. Think of the fatwa
against Salman Rushdie. Think of all the imprisoned writers in the world today. But can writing
kill? No, not literally. A book isn’t a machine gun or an electric chair. And yet, strange things
sometimes happen that make you stop and wonder. The case of the French writer, Louis-René
des Foréts, for instance. | first heard about it when | was living in Paris in the early seventies, and
it haunted me so much that | wound up incorporating it into one of my novels years later, “Oracle
Night.” Des Foréts was a promising young writer in the fifties who had published one novel and
one collection of stories. Then he wrote a narrative poem in which a child drowns in the sea. Not
long after the book was published, his own child drowned. There might not have been any
rational link between the imaginary death and the real death, but des Foréts was so shattered by
the experience that he stopped writing for decades. A terrible story. It’s not hard to understand
how he felt.

CC: The Inner Life Of Martin Frost begins with a slow tracking shot of a series of family
photographs. If one looks closely, one recognizes that these are pictures of you and your
wife, Siri Hustvedt. Supposedly, these two people are the owners of the house, Jack and
Diane Restau, Martin’s friends. If you rearrange the letters of the name Restau, it becomes
Auster. Inmediately after we see the photographs, the camera stops in front of the door,
and an unseen narrator begins to speak. The name of the narrator is not credited in the
film, but the voice happens to belong to you. Would you care to explain?

PA: When | thought about what we would need to make the house look like a real house lived in
by real people, family photos were among the first things that sprang to mind. Every family has
photos scattered around the house. Rather than go to the expense of taking pictures of actors, |
pulled forty or fifty photos from our own albums and took them to Portugal with me. Why not?
They were authentic family pictures, and if someone recognized Siri and me, fine. If they didn’t,
that was fine too. As for the name Restau and the fact that | did the narration myself, | think they
add a subtle but interesting element to the film — for those who figure out the scrambled name or
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recognize my voice. Everyone who sees the film will know from the credits that I'm the writer
and the director. I’'m the man who wrote the story about the man who wrote the story about the
man who wrote the story. Why pretend otherwise?

About the Cast

DAVID THEWLIS (Martin Frost)

David Thewlis' first major film role was as the rambling street philosopher Johnny in Naked
(1993; dir. Mike Leigh), for which he was named best actor by the National Society of Film Critics
(United States), the London Film Critics Circle, the Evening Standard, the New York Film Critics
Circle and the Cannes Film Festival. Despite the dark nature of the film, he was critically
acclaimed for the role and it is regarded as one of his best performances so far. The same year
he appeared on television as the sexual predator James Jackson in Prime Suspect 3 opposite
Helen Mirren and Ciaran Hinds.

Through the 1990s, Thewlis appeared in a variety of films, including Restoration (1995), Total
Eclipse (1995) with Leonardo DiCaprio, Dragonheart (1996), and Seven Years In Tibet (1997),
opposite Brad Pitt. He was nominated for a British Independent Film Award for Divorcing Jack
(1998), and played Clov in a 2000 television film of Samuel Beckett's Endgame. Notable
appearances also include Bernardo Bertolucci's Besieged (1998) and Paul McGuigan's Gangster
No. 1(2000), opposite Malcolm McDowell.

In 2004, he starred as Remus Lupin in Harry Potter and The Prisoner of Azkaban (dir. Alfonso
Cuarén). Other recent credits include Ridley Scott’s Kingdom Of Heaven (2005), Terrence
Malick's The New World (2005) and The Omen (2006).

As a director, he was nominated for a best short film BAFTA for Hello, Hello, Hello (1995); he also
wrote, directed and starred in the feature Cheeky (2003), which was released in the UK on
March 2007. Most recently he reprised his role as Remus Lupin in the upcoming Harry Potter
and The Order of the Phoenix.

IRENE JACOB (Claire Martin)

Iréne Jacob made her stage debut at the age of 11. She attended the Geneva Conservatory of
Music, earned a degree in languages (she speaks English, German, Italian and French), and
studied acting in Paris at the prestigious Rue Blanche (the French national drama academy) and
at the Dramatic Studio in London, England.

In 1987 as a 21-year-old drama student, Jacob obtained her first movie role in Louis Malle’s
1987 film Au Revoir, Les Enfants. Her big break came when Polish director Krzysztof Kieslowski
cast her in the lead role of his 1991 film The Double Life of Veronique. For her performance,
Jacob won the Best Actress Award at the Cannes Film Festival that year.

Jacob has the remarkable ability to express the emotional turmoil of her characters with very few
words. This is evident in many of her films, including Kieslowski’s Red, the third part of his highly
acclaimed masterpiece, the Three Colors trilogy. The film, and her performance, gained huge
international recognition.
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In recent years, Jacob has revived her theater career, starring in such productions as Madame
Melville in London’s West End as well as numerous plays in Paris.

MICHAEL IMPERIOLI (Jim Fortunato)

Michael Imperioli can currently be seen as a lead on the acclaimed HBO series “The Sopranos”,
for which he has won an Emmy for Best Supporting Actor and for which he has also been
nominated for several Golden Globes. In addition to his role as a cast member, he has written
five episodes of the show.

Imperioli first came to the public’s attention in the role of “Spider” in Martin Scorsese’s
Goodfellas. In his more than 30 film roles, Imperioli has worked with acclaimed directors such
as Spike Lee (Jungle Fever, Malcolm X, Clockers, Girl 6 and Summer Of Sam) the Hughes
Brothers (Dead Presidents); Nancy Savoka (Household Saints) and Gary Winick (Sweet Nothing,
starring opposite Mira Sorvino). Other credits include Campbell Scott’'s Hamlet, Peter Mattei’s
Love In the Time of Money, and Miramax’s comedy My Baby’s Daddy. He can be heard as the
voice of “Frankie” in the DreamWorks Academy Award nominated feature Shark Tale.

As a writer, Imperioli has done work for Dimension on King Suckerman and wrote the screen
adaptation of Mario Puzo’s Omerta for Miramax. He also wrote and executive produced Summer
of Sam.

On the New York stage for over a decade, Imperioli has produced, directed and acted. Some of
his work includes critically acclaimed performances in “Aven’U Boys” directed by Frederick Zollo,
“Displaced Persons” (opposite Martha Plimpton), “Half Deserted Street”, Seth Zvi Rosenfield’s
“The Writing On The Wall”, and “Little Blood Brother.”

In an ongoing commitment to New York City stage, Michael and his wife Victoria have launched
Studio Dante, a 60-seat theater for new works. The theater was built to inspire the next
generation of our City’s performance artists and audiences.

SOPHIE AUSTER (Anna James)

At sixteen, Sophie Auster recorded her first self-titled album with the musicians from the band
One Ring Zero, which has been released worldwide. She has performed in clubs and at festivals
in New York, Paris, and other European cities. Currently a student at Sarah Lawrence College,
Auster is preparing her second album for release in 2008.
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About the filmmakers

PAUL AUSTER (Writer, Director, Producer)

Paul Auster is the author of “Travels in the Scriptorium” (2007), “The Brooklyn Follies” (2006),
“Oracle Night” (2003), “The Book of lllusions” (2002), “The Red Notebook” (2002), “Timbuktu”
(1999), “Mr. Vertigo” (1994), “Leviathan” (1992), “The Music of Chance” (1990), “Moon Palace”
(1989), “In the Country of the Last Things” (1987), and the three novels known as “The New York
Trilogy”: ‘City of Glass’ (1985), ‘Ghosts’ (1986), and ‘The Locked Room’ (1987). He has also
written two memoirs, “The Invention of Solitude” (1982) and “Hand to Mouth” (1997), and a book
of critical essays, “The Art of Hunger” (1992). Auster’s “Collected Prose” was published in 2003
and his “Collected Poems” in 2004. He also wrote the screenplay for the movie Smoke (1995)
and was co-director (with Wayne Wang) of Blue in the Face (1995). Subsequently, he wrote and
directed the film Lulu on the Bridge (1998). His other works include “I Thought My Father Was
God” (2001), the NPR National Story Project anthology, “The Random House Book of Twentieth
Century French Poetry” (1982) — which he edited — and numerous translations of French writers
and poets, including Jacques Dupin, André du Bouchet, Joseph Joubert, Stéphane Mallarmé,
Phillippe Petit, Maurice Blanchot, and Pierre Clastres. He also edited the recent “Samuel
Beckett: The Grove Centenary Edition” (2006).

In 2006 Auster was inducted into the American Academy of Arts and Letters and won Spain’s
most prestigious prize for literature — the Premio Principe de Asturias de las Letras. Among other
awards he has won are the Commandur de I'Ordre des Arts et des Lettres, the Prix Médicis for
the best foreign novel published in France (1992), the Morton Dauwen Zabel award from the
American Academy of Arts and Letters (1990), the Silver Bear from the Berlin Film Festival for
Smoke (1995), the Independent Spirit Award for best screenplay (1996), and the Borders Books
Original Voices Award (2002). His work has been translated into thirty-five languages.

PAULO BRANCO (Producer)

Paulo Branco has been producing films in Paris and Lisbon since 1979. With more than 200
films to his credit, he has worked with such directors as Manoel de Oliveira, Wim Wenders, Joao
César Monteiro, Raoul Ruiz, Chantal Akerman, Alain Tanner, Werner Schroeter, Laurence Ferreira
Barbosa, and Valéria Bruni-Tedeschi — to name a few.

Branco has received numerous awards and accolades in festivals and film museums all over the
world. Both the Filmoteca Espafiola (Spanish Film Archive) and the Cinémathique Frangaise
(French Film Archive) have run retrospectives of his films and in 1997 the Viennale awarded him
their first ever tribute to a producer. He has also been lauded at the Forum of European Cinema
in Strasbourg, the Young Cinema Festival of Valence, the 2002 Locarno Film Festival (where he
won the Raimondo Rezzonico Award for Best Independent Producer), the Taormina Film Festival,
the Seville Film Festival and the SENEF Festival in Seoul, South Korea. In 2004, Branco was
awarded an Officier de L'Ordre des Arts et Des Lettres (Officer from the Order of the Arts and the
Letters) from the French Republic.

For the past 28 years, Branco has been a frequent presence at the world’s biggest film festivals:
Cannes (where he has shown 47 of his films), Venice (33 films, including the Golden Lion
winners The State of Things, directed by Wim Wenders, and Le Soulier de Satin, by Manoel de
Oliveira), Berlin, New York, Toronto, Tokyo, Sdo Paulo, Montreal, and Thessalonica.
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Along with his renowned international career as a producer, Branco is also a distributor and
exhibitor in Portugal and France, helping give independent film an enormous and dynamic
visibility there in the last two decades.

YAEL MELAMEDE (Producer)

Yael Melamede is a partner of the New York independent film production company Salty
Features. Salty’s goal is to make feature films that showcase unique vision, strong storytelling,
and thought-provoking subject matter. Melamede and her partner, Eva Kolodner, have built
careers nurturing these kinds of projects and hope to fill a niche in the New York independent
scene by continuing their commitment to films of the best quality made at modest budgets.

Salty just completed production on Brief Interviews with Hideous Men, written and directed by
John Krasinski, based on the book by David Foster Wallace and featuring an ensemble cast that
includes Bobby Cannavale, Will Forte, Tim Hutton, Chris Meloni, Max Minghella, Lou Taylor Pucci
and Ben Shenkman.

Prior to forming Salty in 2003, Melamede was a co-producer on the Oscar-nominated
documentary feature My Architect, directed by Nathaniel Kahn, about the prominent architect
Louis I. Kahn. In 2000, Melamede joined Madstone Films, a unique digital production,
distribution and exhibition company, as their Production Supervisor. Melamede also worked as a
post-production supervisor on such films as Wayne Wang’s The Center of the World, Paul
Schrader’s Forever Mine, and Paul Auster’s Lulu on the Bridge, to name just a few. Melamede
was trained and worked as an architect in London, New York and Tel Aviv, before making her
career shift to film in the mid 90s. Melamede holds a B.A. and M.Arch. from Yale University.

EVA KOLODNER (Executive Producer)

Eva Kolodner is also a partner, with Yael Melamede, of Salty Features. Kolodner got her start in
the independent film industry as a member of the original team at Christine Vachon’s renegade
indie production company, Killer Films, working her way up on such iconic indie films as Kids, /
Shot Andy Warhol, Safe and Happiness. While working with Killer, Kolodner produced the
Academy Award-winning film Boys Don’t Cry. In 2000, she became Head of Production at
Madstone Films, where she produced Rhinoceros Eyes, directed by newcomer Aaron Woodley
and starring Michael Pitt, which won the prestigious Discovery Award at the 2003 Toronto Film
Festival. Kolodner has been nominated for the Independent Spirit Producer's Award, and in 2002
was selected for Crain’s New York Business’ “40 Under 40.” Kolodner holds a B.A. from Yale
University.

GREG JOHNSON (Executive Producer)

Greg Johnson has had an eclectic business career that has ranged from investment banking and
corporate finance to international film distribution, independent production, teaching and public
service.

Between 1997 and 2000, he was a partner in New York-based independent production company

Redeemable Features. Redeemable completed seven motion pictures including Lulu on the
Bridge, starring Harvey Keitel, which opened Un Certain Regard section of the 1998 Cannes Film

14



Festival. Johnson returned to Cannes in 2001 with the premiere of The Center of the World, his
third motion picture with director Wayne Wang.

From 1984 until 1991, he served in various capacities at Vestron Inc., the largest independent
video distributor at that time. There his roles included corporate development, film financing and
international distribution. At Vestron, he financed such projects as Dirty Dancing, one of the most
profitable independent releases of all time, and John Huston’s final motion picture The Dead.

After Vestron, he began a partnership with producer Peter Newman. Their first productions were
Wayne Wang and Paul Auster’s Smoke, the highly-acclaimed winner of the Silver Bear at the
1995 Berlin Film Festival and its improvised sequel Blue in the Face. In 2005, he and Newman
returned to Smoke’s Brooklyn neighborhood to produce Noah Baumbach’s The Squid and The
Whale. The film was a commercial and critical success, garnering top honors at the 2005
Sundance Film Festival and, later on, three golden Globe nominations and an Oscar nod for Best
Original Screenplay.

A graduate of the Yale School of Management, Johnson has also worked at investment bank,
Bear Stearns & Co. He developed and teaches the popular undergraduate seminar, “The
Business of Film” at Yale University. He currently serves as a Commissioner to the Connecticut
Commission on Culture and Tourism.

PETER NEWMAN (Executive Producer)

In a 25-year career, Peter Newman has produced over thirty films. They include Horton Foote’s
1918, Spalding Gray’s Swimming to Cambodia, John Sayles’ The Secret of Roan Inish, Wayne
Wang and Paul Auster’'s Smoke and Blue in the Face; and Nancy Savoca’s Dogfight and
Household Saints.

Most recently he produced Noah Baumbach’s The Squid and The Whale, which won the Best
Writing and Directing Awards at the 2005 Sundance Film Festival. The Squid and The Whale,
which stars Jeff Daniels and Laura Linney, was a co-production with Wes Anderson’s American
Empirical Pictures. It was nominated for six Spirit Awards, including Best Picture; three Golden
Globes, including Best Film - Musical or Comedy; and received an Academy Award nomination
for Best Original Screenplay.

Mr. Newman has been a featured speaker at the Sundance Institute’s Producers Conference in
1991 and 2005; as well as appearing on numerous film festival panels, including Cannes and
New York. Additionally, he has lectured on the movie business at Yale, Columbia, and New York
University - where he will be teaching in the MBA program in the spring of 2007.

He is currently preparing films based on the lives of Janis Joplin, Bill Veeck, and Strom
Thurmond. Newman was born in New York, and is a graduate of Northwestern University.

CHRISTOPHE BEAUCARNE (Cinematographer)

Christophe Beaucarne has lent his strong visual style to a body of richly-textured work in France
for the past decade. He has worked with over a hundred directors on commercials and music
videos, in addition to his cinematography on such films as Peindre ou Faire L’amour for directors
Les Fréres Larrieu (an official selection of the 2005 Cannes Film Festival) and Le Parfum de |
Dame en Noir, directed by Bruno Podalydes (which played at the Venice Film Festival in 2005).
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Beaucarne was awarded the best photography prize at the 2005 Taormina Festival for his work
on Robinson Savary’s Bye Bye Blackbird. He is currently at work with Cédric Klapish on his
upcoming film Paris.

LAURENT PETITGAND (Composer)

Laurent Petitgand is a composer, instrumentalist (guitar, piano and saxophone), author, singer
and screen actor. Petitgand has written for dance and theater, notably for Angelin Preljocaj and
Camilla Saraceni. With his musical group “Dick Tracy”, he composed his first film music for Wim
Wenders in 1985 for the film Tokyo-Ga which marked the beginning of a long and fruitful
collaboration with that director: Wings of Desire — Zirkus Musik ; Faraway, So Close and Beyond
The Clouds, among others. Petitgand lives in Paris with his family.

TIM SQUYRES (Editor)

Tim Squyres’ previous film was Syriana, which he edited for director Stephen Gaghan. In 2001
he edited Robert Altman’s Gosford Park, for which he was nominated for an ACE Eddie Award for
Best Edited Feature Film (Comedy or Musical).

Squyres has edited eight films for director Ang Lee: Hulk, Crouching Tiger, Hidden Dragon, for
which he was nominated for an Academy Award, a BAFTA Award and an ACE Eddie Award; Ride
with the Devil; The Ice Storm; Sense and Sensibility, Eat Drink Man Woman; The Wedding
Banquet and Pushing Hands. He is currently editing Lee’s Se Jie.

Squyres also edited Paul Auster’s 1998 film, Lulu on the Bridge. He was supervising sound editor
on Anna, Dogfight and True Love.

His documentary editing credits include Going Upriver: The Long War Of John Kerry, Bill Moyers:
What Can We Do About Violence?, Moyers On Addiction: Close To Home, and American Heroes.
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