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Heddy Honigmann Regis Dialogue with Michael Tortorello, 2002 
 
 

Michael Tortorello:  
Well, we're so happy to have you here. Thanks so much for coming. 
 
Heddy Honigmann:  
Thank you. 
 
Michael Tortorello:  
Let's start at the very beginning. It's a very good place to start as the Sound of Music would have it. Maybe 
you can talk about who took you to your first movies? 
 
Heddy Honigmann:  
Sorry? 
 
Michael Tortorello:  
Who took you to your first movies? Who in your family would you go to movies with? 
 
Heddy Honigmann:  
My father, to war films. 
 
Michael Tortorello:  
What kind of war films? 
 
Heddy Honigmann:  
Terrible war films. One, I remember was...because my father has been in a concentration camp, so he was 
very worried about me getting involved with the normal Peruvian population. So he tried to teach me not to 
trust anybody, only the Jews. But he failed, totally. 
 
Michael Tortorello:  
So what movies would he take you to? 
 
Heddy Honigmann:  
I remember one especially. In English probably it's called Nude Fascist from Eric Rum. Eric Rum was with 
the Russians one day, liberated Auschwitz. So it's very cruel, and very impressive document, but I was 14. 
 
Michael Tortorello:  
What was your impression of these movies when you watched them at 14? 
 
Heddy Honigmann:  
I didn't wanted to watch it. I didn't wanted to believe that something like this has happened, and especially I 
didn't wanted to believe that that was the only thing happening in the world. But that's what... So I just was 
looking like this, and my father was doing like this. 
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Michael Tortorello:  
What was your family doing in Peru? How had they gotten there in the first place? 
 
Heddy Honigmann:  
Well my mother escaped with her mother and sister from Poland in August 1939. So I think that's one month 
before the Germans catch Poland. My father stayed in Europe, survived in Europe with his mother in the war, 
and he was... He was very clever. Instead of moving to the west he moved to the ost? 
 
Michael Tortorello:  
East? 
 
Heddy Honigmann:  
East. He moved to the Soviet Union. My grandmother, she moved with a group of Jews to the south, and my 
father joined the Red Army. After that... So he was, for a while, a communist, and then he became an anti-
communist because he saw what was happening. When the war finished, through the Red Cross, he moved 
to Italy, and from there at a certain moment he get a visum for Peru. There, he met my mother, who was 
already in Peru. 
 
Michael Tortorello:  
What kind of life did they have in Peru? 
 
Heddy Honigmann:  
Well, pretty hard in the beginning, but my father has no money, and my mother came from a family who has 
pretty good money. So my grandfather's from my mother's side, they didn't want them to marry. They hated 
my father. He was the schlemiel. And my father refused any help from the family. He worked on the harbors, 
he sell telephones, and then at a certain moment he began to draw. He was a great caricaturist. So that's 
what he did for 12 years. He had one page in the newspaper each Sunday. Instead of the Superman it was 
a Super Indian having adventures, for 12 years he invented. And then at a certain moment he quit doing that, 
and he began with a textile fabric. 
 
Michael Tortorello:  
How did you like his comics strips? Have you looked back on it? 
 
Heddy Honigmann:  
I love them. That was one of the best memories of my father. He's blue jeans, full of Chinese ink. He always, 
instead of cleaning the pencils... not the pencils. The... 
 
Michael Tortorello:  
The pens. 
 
Heddy Honigmann:  
Pens, yes... with something, he did it on the... And always he's fighting with my mother. I admire my father 
because of walking on the street with his pens, and drawing all the light behind in the garden. He had a little 
room. 
 
Michael Tortorello:  
Did you ever try your own comic strips as a kid? Did you try doing your own comics? 
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Heddy Honigmann:  
No. The strange thing is I hated comic strips. Only the ones of my father I liked. 
 
Michael Tortorello:  
So on your storyboard things now, do you see yourself continuing his tradition at all? 
 
Heddy Honigmann:  
No. I- 
 
Michael Tortorello:  
You're not a storyboard artist? 
 
Heddy Honigmann:  
No. I can draw sometimes pretty good in perspective, but... and I try to do sometimes shadows, and things 
like that, but sometimes it's just like a puppet standing there with a nose. 
 
Michael Tortorello:  
So you studied in university chemistry, and literature? 
 
Heddy Honigmann:  
No biology and- 
 
Michael Tortorello:  
Biology and literature. 
 
Heddy Honigmann:  
Yeah. 
 
Michael Tortorello:  
What did you plan for yourself? 
 
Heddy Honigmann:  
I planned to study literature, but my father decided I had to be a doctor. That's why I studied two years biology, 
and then I said to him, "No. I won't do that. I want to study literature." In fact, I was writing at the time. I was 
publishing also poetry, and little by little I saw that I was not anymore interested in the exactitude of language. 
In the very special work a poet has to do where to put the comma, or the dot, or which worked. Sometimes 
you are really two days looking for the word, but I was more interested in the image the poem was leaving 
after, the total image. So it was a very strange experience, but it's the period where I decided I have to find a 
film school somewhere. And this... 
 
Michael Tortorello:  
So talk about why you left Lima, and when you left. 
 
Heddy Honigmann:  
Well, to find the film school. 
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Michael Tortorello:  
There was no studying you could do there? 
 
Heddy Honigmann:  
No. There was no... There was only a little study of technical film at the agronomy university in Lima, but that 
was not film, total film study. 
 
Michael Tortorello:  
Was it painful to leave? 
 
Heddy Honigmann:  
No. No. It wasn't painful to leave because in a way when you are born from immigrants you are educated... 
Since you are little, you are educated in melancholy. So you know what it is to... you hear all the time stories 
of people leaving. And you know, that's in my films, in a way people are always... they have left or they are 
leaving, or they're maybe losing the memory, that's leaving also. 
 
Michael Tortorello:  
Do you think of yourself as Peruvian today? 
 
Heddy Honigmann:  
No, but if you ask me what I am I don't know. 
 
Michael Tortorello:  
Well, melancholy is a good word because that's going to bring us into our first clip in a minute. You went back 
to Lima. 
 
Heddy Honigmann:  
Yeah. 
 
Michael Tortorello:  
In the early '90s. Do you want to talk about what that project was and how you discovered it? 
 
Heddy Honigmann:  
Yes. Many people were saying why I don't make a film in Peru, and I said, "I don't know what I will film in 
Peru." So that was point one. Second, I was in those time... at the film school in Rome I made one 
documentary, and after that for many, many years only fiction. At a certain moment I got stucked in my fiction 
work as if I didn't have anything else to discover. So I thought that I should improvise much more, and find 
freedom somewhere. So the two things came together. In 1989, I went with my ex-husband, and son to visit 
Peru for the first time to show them my country. It was the beginning of the big, big economical crisis. One 
time I took a taxi. I was standing waiting for a taxi driver and there was a little man, I will never forget, with a 
tie, kissing his wife at the door and then walking to the car and putting a- 
 
Michael Tortorello:  
A sticker. 
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Heddy Honigmann:  
Sticker, with taxi and he went into his taxi, and he told me he was an accountant, and he drove taxi to go to 
his work and to come back to pay the gas. Gas? 
 
Michael Tortorello:  
Mm-hmm. 
 
Heddy Honigmann:  
So I kept this image in my mind. When I decided to make this documentary, I decided it will be only about 
taxi drivers, most of them from the middle class, which is my class, social class driving taxi to survive. So 
that's the way it- 
 
Michael Tortorello:  
Great. Well, let's start with our first clip of the night. This is from Metal and Melancholy, which is 1993 I think 
is released? 
 
Heddy Honigmann:  
Yes. 
 
Michael Tortorello:  
So let's roll the clip. 
 
Michael Tortorello:  
So how was the city different when you came back in the early '90s from when you lived there as a child? 
 
Heddy Honigmann:  
In '89 when I came back? 
 
Michael Tortorello:  
Mm-hmm 
 
Heddy Honigmann:  
Well, first I thought that the city hasn't changed at all. It was as if I was so happy, so... like if you have tooken 
a drug, that I could walk and follow the path and recognize the streets and find my way even after being so 
many, many, many years not being there. Then, one day... after three days I went to the center of the city, 
which was totally full of street... 'straatverkoper?' 
 
Speaker 3:  
Vendors. 
 
Michael Tortorello:  
Street sellers. 
 
Heddy Honigmann:  
Sellers. I was looking my translator, where is she? There you are. Okay. Now i know who I have to look. 
Street sellers. When I lived there, they were there, but now it was massive. You don't look when it's so 
massive, but at a certain moment there was a little boy, maybe he was five or seven. You cannot say with 
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little boys who have not eat... are not good nourished. The only thing he had to sell was one piece of toilet 
paper. What was he saying? [Dutch], and I began to cry there, and then I knew my city was totally changed. 
Because of this little boy I saw all these other sellers, and I could see them because of him. So I knew it was 
changed, and then you begin only to see all the changes. Then I met the taxi driver, and a while another taxi 
driver also from the middle class. There was a lot of hysteria around lightning path. 
 
Michael Tortorello:  
The Shining Path. 
 
Heddy Honigmann:  
Shining- 
 
Michael Tortorello:  
Túpac Amaru. 
 
Heddy Honigmann:  
Yes. Sendero. Shining Path. You could hear in the city bombings from far away, and people didn't went out 
in the evenings. It was a kind of painful... We traveled. 
 
Michael Tortorello:  
Whee did you go in all those cab rides? Where did you go on all those cab rides? 
 
Heddy Honigmann:  
But that was later. So when I decided to make the film that was 1992. I went to research in Lima, and I took 
in one month something like 120 cabs. 
 
Michael Tortorello:  
And where did you go? 
 
Heddy Honigmann:  
Everywhere. I know the city. I have some spots to stand. Sometimes in front of a light, so that I could observe 
the combination between the taxi driver and the car because I was interested in the combination. So intuition 
said sometimes, "Take this taxi" because there were hundreds of taxis. Then I begun a conversation with taxi 
a driver, and if I thought it was... I said, "I want to go to Avenida Larco, and crossing the district." And he went 
there, and if I thought it's not interesting I just paid, and... But if I thought it was interesting I'd say, "I forgot 
something. We have to go back to the place, I have to take my bag," something, so keep on talking. And if it 
was really interesting I explained about the project and then we went to the... there was a little production 
office in Lima who was helping us, so we went there, we stopped and we talked. We took all the information, 
telephone numbers and address because it was very difficult to find some of the people afterwards. 
 
Heddy Honigmann:  
So in this period I met half of the taxi drivers who were, some months later, in the film. 
 
Michael Tortorello:  
Did you find yourself imagining what your life would've been like if you hadn't left Lima? 
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Heddy Honigmann:  
Yes. I would be a taxi driver. 
 
Michael Tortorello:  
You would? 
 
Heddy Honigmann:  
Yes. There were no other means to... in Lima, when I was there, there was only really one film maker 
functioning. He was getting his money from Spain. Now I know he has a lot of problems to finance his films 
because Spain has cut it, the help they give. So- 
 
Michael Tortorello:  
Did you visit friends who had stayed? Did you visit with friends who had stayed in Lima? What was their 
experience? 
 
Heddy Honigmann:  
In '89 I visit friends. In '92, when I was researching and later on filming, I was just filming. I didn't visit friends. 
The taxi drivers were my friends. 
 
Michael Tortorello:  
Well, in between making that documentary and leaving Lima you had a career as a fiction film maker. You 
made a number of shorts and you were developing your career there. 
 
Heddy Honigmann:  
Well, also two long features. 
 
Michael Tortorello:  
Which films? 
 
Heddy Honigmann:  
Before Metal there was... My first long feature was a black and white 95 minute, and it costed $30,000, and 
I filmed it in my own house. It was... Our film had a pretty good success in film houses. After that, in 1987, 
'88 I made Mindshadows. I don't know if it has been already... 
 
Michael Tortorello:  
I think it's next week. Next Wednesday. 
 
Heddy Honigmann:  
Yes. And then two shorts. And after those... No. Three shorts, Your Opinion, Please will be shown tomorrow 
before Au Revoir, a long feature I made after Metal Melancholy, and two other shorts. 
 
Michael Tortorello:  
Did you have a second job during this time? Did you have your own equivalent of taxi driving to support the 
making of those movies? 
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Heddy Honigmann:  
No. You mean after Metal and Melancholy? 
 
Michael Tortorello:  
Before Metal and Melancholy, when you were making those features. 
 
Heddy Honigmann:  
Yes. Sometimes i was in some commissions who judge who will get the money. Well, everybody did it, and I 
teached also sometimes to have some extra money. That's it. 
 
Michael Tortorello:  
You planned on making the movie Goodbye, which is the next clip we're going to see, for a number of years 
before you got the money for it. Is that- 
 
Heddy Honigmann:  
Yeah. I planned to make it before making Metal and Melancholy. 
 
Michael Tortorello:  
How did the movie change over the years that it wasn't being made? If you had made that film before Metal 
and Melancholy would it have been a different picture from the one you made- 
 
Heddy Honigmann:  
Yes, absolutely. 
 
Michael Tortorello:  
How would it have been different? 
 
Heddy Honigmann:  
[Dutch] 
 
Speaker 3:  
More rigid? 
 
Heddy Honigmann:  
Totally more rigid. 
 
Michael Tortorello:  
Maybe you can talk about the general premise of it. What happens in the movie? 
 
Heddy Honigmann:  
Well, in the movie, there is a scene between the main character, which is a woman who is in love with a 
married man. So they have an impossible relationship, and her neighbor, a boy of 15 who is my son playing 
in the film ask her... She's explaining to him about her love story, and she says, "Well, we met and we fell in 
love, and then we separated. And then we have to come back again, and then we separated, and then we 
come back again and we separated. We come back again, and we separated." That's the script. That's why 
I had so many problems to get the money because nothing happens. 
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Michael Tortorello:  
Well, let's allow- 
 
Heddy Honigmann:  
But a lot happens, but... 
 
Michael Tortorello:  
Let's allow the audience to be the judge of that, and we'll show another clip. 
 
Michael Tortorello:  
What does that expression mean? 
 
Heddy Honigmann:  
I haven't seen it for a long time. 
 
Michael Tortorello:  
How's it holding up? 
 
Heddy Honigmann:  
Painful. 
 
Michael Tortorello:  
Yeah? 
 
Heddy Honigmann:  
Yes. 
 
Michael Tortorello:  
What part of it? 
 
Heddy Honigmann:  
Everything. 
 
Michael Tortorello:  
The performances, or- 
 
Heddy Honigmann:  
No. The suffering. The suffering, the patience of the characters. 
 
Michael Tortorello:  
You know when someone puts their hand up against your chest after a kiss and pushes you against the wall 
that it's not going well. 
 
Heddy Honigmann:  
No. He's very afraid. 
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Michael Tortorello:  
How much did you- 
 
Heddy Honigmann:  
But he's longing. You know when the scene of the... I remember the work with the actor in the scene with the 
answering machine, me torturing him for this smile when he stops at a certain moment, he doesn't finish the 
message on the answering machine because he's dreaming on her. He wants to... because the first message 
is, "This is the answering machine of Johan and Anne," the name of the wife. He wants to erase it, and just 
put a number saying we will call you back as soon as possible, but he cannot really find a good message to 
say to her, if she will call because they have broken, that he loves her. That's the smile. So I was remembering 
a lot of things. Yeah. 
 
Michael Tortorello:  
How much coaching did you do with the actors, and how much did they discover this passion of relationship 
between them? 
 
Heddy Honigmann:  
Well, we read for a long time the script together with three of us, and we rehearsed. So the script was full of 
details, pauses also, movements, but not with the idea that they have to do what it's written there. With the 
idea there is a meaning in those things I'm writing that something has to happen. It's not necessary that if I 
write, "You don't look at her," that that's what happens. It could be replaced by something the actor self-
imagines, but something has to happen, it has to be full of tension like a heart beating all the time with 
passion. So the rehearsals were that, and when we were in the real situation... One second now. 
 
Heddy Honigmann:  
[Dutch] 
 
Speaker 3:  
The more repetitions you have, the more freedom you get? 
 
Heddy Honigmann:  
Yeah. Who more rehearsal, who more freedom. Much more information they have about how to cook 
something, how improvisation you can do. Because- 
 
Michael Tortorello:  
How does that compare to preparing people for a documentary when you're working with people who 
extensively aren't actors? Is it the same activity pretty much of preparing them for their story? 
 
Heddy Honigmann:  
Yes and no. Yes because you give them, in a way, information about what you are looking for. So you have 
spoken with a taxi driver... For instance, the guy you saw with a little girl who is ill with leukemia. It was a very 
strange story because we talked for hours and he knew all the medicines, and everything. So I said to him, 
"Mister Gutierrez, I'm sorry. I cannot film with you because you don't understand that you cannot tell the 
audience about all these medicines, and things, and treatments because nobody is interested about it. You 
are interested in it, and it's part of your life. I am interested in the story of surviving. So I'm sorry." He went 
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away and the next day I came back to the office, and they said, "Mister Gutierrez is waiting for you." So I 
went there, and he said to me, "I will do what you want. I understand you." 
 
Heddy Honigmann:  
So, in a way it's the same thing because you are saying what you want, and even when we talked the first 
time the sentence "La vida es dura pero bontia", "The life is hard, but beautiful," I remember the sentence 
and I even asked him because I knew this will be the end of the story of him. "Please, I would like you to say 
that." Of course, he forgets and I have to manage to let him say the sentence. So in a way, making the 
interview at a certain moment I asked some questions and then he knows, of course. She wants to go there. 
But it's different because with actors you can... you're a dictator. You could be if you want and- 
 
Michael Tortorello:  
A benevolent dictator. 
 
Heddy Honigmann:  
Yes. A benevolent. You don't kill, you just... You put them like this and then you free them when you shoot,  
but before that they are like this and then it's real. 
 
Michael Tortorello:  
What is it you wanted to say about love with this movie? 
 
Heddy Honigmann:  
That even if it's so painful it's worthwhile, the suffering. I don't know if I will say this today again. At that time, 
that's what I wanted to say. I wrote one time, I think it's true, it's a close up of passion, Au Revoir. It's really 
focused on all the emotions. So I told you, there's almost no story. So you see a lot of things happening, but 
it's an homage to passionate love, of some of the most beautiful things we can experience, even if it's painful. 
 
Michael Tortorello:  
What are some of the romantic movies that you've liked to watch? And do they all have love working in such 
mysterious ways? 
 
Heddy Honigmann:  
The Bridges of Madison County. Cried the whole time. It's beautiful, beautiful. I think that Meryl Streep is a 
very good director by Clint Eastwood. What else? Many, but you asking me now. Let's stay there. There are 
many- 
 
Michael Tortorello:  
Okay. That's good enough. 
 
Heddy Honigmann:  
Yeah. It's good enough. 
 
Michael Tortorello:  
We got you to admit you like Bridges of Madison County. So we can move on. The experience in this movie 
is kind of so painful for all the people in it. They have such a tumultuous relationship. It strikes me that one 
of the movies we're going to show next, which is O Amor Natural, has people looking back on those kinds of 
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memories and really spinning them and interpreting them differently from the way they would've probably 
understood them earlier. 
 
Heddy Honigmann:  
Well, that's your interpretation. I think that people in O Amor Natural, most of them were happy, most. We 
don't know exactly, of course, because you are old and you remember the good things more than the bad 
things, at least when you have been happy, when there are good things to remember. 
 
Michael Tortorello:  
Which is kind of what O Amor Natural is. It's older people looking back on their lives. Can you talk about the 
kind of premise of how the movie works? 
 
Heddy Honigmann:  
There was a long time I wanted to make... a film about how love and passion sometimes come together, and 
not in documentary form. So I knew the poetry of Carlos Dummond de Andrade, a Brazilian poet, when I was 
studying literature already translated into Spanish. In Holland... Sorry. In the Netherlands, there is a great 
translator of portuguese literature. He has translated the Pessoa, Carlos Drummond, great, great writers. He 
translated very quickly after he'd appeared in Brazil O Amor Natural, the erotic poetry, and I read this and I 
think I said three words to my producer. He said, "You will make this film." I just... for me it was very simple. 
Old people because Carlos Drummond wrote his erotical poetry between... He was 60 years old and when 
he died... or 70. I think 60 or 70. He was 87 when he died. So it's very mature, and dared poetry. You don't 
have to lose anything more. As a man, you talk totally openly about what you love in love. And it touched me 
as a woman. Strangely enough, his poetry as so strong, and so beautiful that I could feel the emotions he 
could've felt as a man, and translated as emotions of a woman. 
 
Michael Tortorello:  
So you asked older people- 
 
Heddy Honigmann:  
Yeah. I decided that older people will protect... because Drummond didn't wanted to publish the poetry 
because he was afraid that everybody will think it's pornography. So old people will protect Drummond from 
that because it will have respect and will talk about the memories. So that's why I decided to do that. 
 
Michael Tortorello:  
What made you think that the older people in this movie would feel so comfortable talking about sexuality in 
really explicit terms? 
 
Heddy Honigmann:  
Well, it's not that I thought. I went to research and I saw that it was- 
 
Michael Tortorello:  
When did you realize that it was going to fly? When did you realize that it was going to work, that the old 
people were- 
 
Heddy Honigmann:  
When I researched. When I researched and the poetry was opening their hearts. So there the film took his 
real shape. Before that, old people read his poems... the film was old people read his poems, and talk about 
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all remembrance about love and passion, and sex. So that was it, and it's a very... As most of my film ideas, 
it's apparently very simple. 
 
Michael Tortorello:  
Well, good. Let's see some old people responding to the poetry. If you would roll the clip. 
 
Michael Tortorello:  
So where did you find those women? 
 
Heddy Honigmann:  
One in the street, and then she told me the story of the rock, and the big moment of her life. And then she 
had to bring a friend to the beach. 
 
Michael Tortorello:  
The friend kind of took over your job for you there. 
 
Heddy Honigmann:  
Yes, exactly. That's exactly what I wanted. She did it very well, 
 
Michael Tortorello:  
What was the most surprising response you got to the poetry? 
 
Heddy Honigmann:  
Very different things. Sometimes their interpretation, which was the mind, and very flavored. When she 
explains, "Sometimes we do it like this, and the sperm is sweet and everywhere." And sometimes the silence. 
So there's, for instance, a woman who at a certain moment rips the poem, and she begins to cry. And you 
really don't know why. It's because of the beauty of the poetry or because she has a certain special memory. 
Really the most incredible thing I heard was I asked to women to read two special poems, one was about 
fellatio, you call it also in... it's Latin. And the other about anal sex, and, "Yeah. It's no problem. We'll read it." 
I was totally amazing when they were saying, "Well, a man loving a woman in a different way," so anally, 
"Maybe it's kind of fidelity." I said, "Sorry?" "Well, yes because you love a woman in different ways, so you 
can imagine there are two women." So that was the most amazing thing I heard about interpretation. 
 
Michael Tortorello:  
It's a funny movie. It's a funny scene. 
 
Heddy Honigmann:  
Yeah, very funny scene. Yeah because when she reads the poem the... the woman reads the poem, the 
other says, "What a funny guy Carlos Drummond" about anal sex. So they are characters. 
 
Michael Tortorello:  
How would that movie had gone if you had shot it in Amsterdam. 
 
Heddy Honigmann:  
No. No. No shooting. 
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Michael Tortorello:  
What would've happened? 
 
Heddy Honigmann:  
First, there's no poet as Carlos Drummond, which is a personality in Brazil. He was very respected since the 
'20s. He was one of the innovators of the Brazilian poetry, and he has also a column in Jornal do Brasil, a 
big paper there where he wrote about football, politics, poetry. He always rejected all prices of the academy. 
He was against the regime. He was loved. Not that everybody knew all his poetry, but the main poems of 
them were known... one of them was... everybody knew it from school. 
 
Heddy Honigmann:  
So there is, first, not such a poet who opens the hearts of people. Secondly, people will never talk in this 
openly way about sex and love. 
 
Michael Tortorello:  
So you think there's something distinctly Brazilian about their openness? 
 
Heddy Honigmann:  
Yes. Absolutely yeah. South American, Brazilian more. The Brazilians are much more... Africa is more 
present there, so they are more open, more physical. The Peruvians have this... the killing of Catholicism, 
and the Spaniards came there, and... Yeah. 
 
Michael Tortorello:  
This movie has a really kind of clever kernel at the center of it, which is that you're going to give these people 
the poetry, and then they're going to respond to it. Metal and Melancholy revolves around cab drivers. Are 
there a lot of ideas that you come up with that just seemed too far fetched, or that you try- 
 
Heddy Honigmann:  
Far fetched means? 
 
Michael Tortorello:  
Not doable, not possible. Do you come up with ideas like that that... do you have a list of 10 ideas that haven't 
gotten made yet, or you thought "Maybe that one really wouldn't work out?" 
 
Heddy Honigmann:  
No. It's... I told this in an interview with your colleague from City Pages, or what other interview? I don't know, 
which one. There were two or three. You have first an idea, and then it becomes a film idea. So if we took O 
Amor Natural, so the idea is I want to make a film about how sex and love become, sometimes, one, and the 
memories about it, how strong they are and how important in your life. Then, the film idea is to do it around 
poetry, and to not allow it never to be a literary film. It's a film of life. It's based on literature. So then you see, 
oh my God, I have a good idea for a film. You're very happy. So first you have the idea. I can have, each day, 
three ideas. You can ask Ester working with me, sometimes we can have in one evening together because 
she has also a lot of fantasy. Together we can have four ideas for a film. 
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Michael Tortorello:  
What are some of the ideas that are on the back burner right now still coming into development, that may be 
in between the idea idea, and the film idea? 
 
Heddy Honigmann:  
Yes. One is in New York. We are going to research in New York. It's already a film idea. It was an idea, 
Cuban music in a special place, very special Cuban music in a special place in New Jersey where a lot of 
people who float from Cuba in the big years of repression tried to conserve this traditional music who was 
forbidden by Castro. That's the Rumba. Rumba was forbidden. It was the most popular, but now it has taken 
it's form, and we call it Surviving On The Dance Floor. Another term of surviving. So the place called Havana 
Corner will be at the center of the movie. Most of my films have frontiers like the cab, or the book, or the 
emotions of passion. So now- 
 
Michael Tortorello:  
Why do you think that is? Why- 
 
Heddy Honigmann:  
Because it's much better. When you have a reduced area you can jump inside. If it's so big, you lose yourself 
in 1,000 of things which are not essential. 
 
Michael Tortorello:  
And yet you usually picked to work with 20 or 30 different characters in a film instead of just one. 
 
Heddy Honigmann:  
Maybe the day comes when I find one who is so interesting I'll stick to one idea. 
 
Michael Tortorello:  
This next movie we're going to see a clip from is also a musical movie. This is Crazy. 
 
Heddy Honigmann:  
Yeah. Yeah. 
 
Michael Tortorello:  
Crazy is one of the tougher movies. 
 
Heddy Honigmann:  
Yes. It's very tough. Yeah. 
 
Michael Tortorello:  
It's about Dutch peacekeepers from wars starting from career going through Bosnia- 
 
Heddy Honigmann:  
Srebrenica. Yeah. 
 
Michael Tortorello:  
And you asked them to talk about a piece of music that was important to them while they were there. 
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Heddy Honigmann:  
Yeah, and to listen to it. Yeah. 
 
Michael Tortorello:  
When did you think of actually having them listen to the music on screen? Was that the first idea that came 
to you? 
 
Heddy Honigmann:  
Yes. 
 
Michael Tortorello:  
Or did you do a handful of interviews, and then thought let's play that? 
 
Heddy Honigmann:  
No. No. No. No. No. The idea was music as an only way to... of the most important way to survive... Music 
and war have been always connected with each other. In Vietnam, your country sent big orchestras and 
women to sing there, making propaganda. It all has been replaced by the tape recorder, or the CD player. 
So you bring your own music like this, but most of the people have one piece or two, which are very important. 
In a way they protect them from the horrors of war. So researching, the main task of Ester was to find people, 
soldiers with interesting stories and a piece of music, which was very important. 
 
Michael Tortorello:  
Well, let's- 
 
Heddy Honigmann:  
That was the idea of the... It was immediately a film idea. There was no idea and then film. 
 
Michael Tortorello:  
Was it hard to sell people on this idea when you told people peacekeepers plus music, this is going to be the 
movie that people want to see? 
 
Heddy Honigmann:  
Yes. Yes. Yes. The only thing they give the money very quickly, but they ask if I... because it was... If I will 
be able to talk with soldiers, that was the question of the commission... In a way it's a real question because 
with that film Ester and me met each other, and in the first research meeting I told her, "Well, your task is to 
find intelligent soldiers." She looked at me, "Do they exist?" And I said, "I don't know. I hope so." 
 
Michael Tortorello:  
And what did you find out? 
 
Heddy Honigmann:  
Well, she found the intelligent soldiers. So she did a very good, amazing work. But sometimes we find good 
stories, but there was no music. So... 
 
Michael Tortorello:  
Did this movie- 
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Heddy Honigmann:  
The film was the person needed to have a piece of music who was important when he was in Rwanda, or 
Cambodia, or Lebanon. 
 
Michael Tortorello:  
Did the movie change your mind about the people who are in the military, or what the military is? 
 
Heddy Honigmann:  
Yes. Yes. Yes. 
 
Michael Tortorello:  
In what ways? 
 
Heddy Honigmann:  
I begin to admire them, not all of them because I know of... in Srebrenica the Dutch were there, and the guys 
who was in the film... The Dutch Battalion has been criticized because they haven't done nothing, but they 
couldn't do nothing. And the guy who was in the film speaks for all of them, but I know that some of them 
were very cool also. But besides of this, I had a big respect about a kind of attitude towards the world I didn't 
knew. I didn't knew that it could be so intelligent, not only courageous, but intelligent to decide that you want 
to defend people from being destroyed. It's intelligence, it's not only courageous. People have ideas about 
why they... especially UN soldiers, which are not obliged, they have really ideas why they're going there. 
 
Michael Tortorello:  
People are really dehumanized by the experiences that they have to- 
 
Heddy Honigmann:  
And they are dehumanized. 
 
Michael Tortorello:  
Are you left believing that peacekeeping should happen, or...? 
 
Heddy Honigmann:  
No. The way it happens, it's totally absurd. People are sent there, it's a contradiction in [Dutch]... 
 
Speaker 3:  
In terms. 
 
Heddy Honigmann:  
In terms. They have to protect people against dying, but they cannot do nothing to protect them. They are 
not armed, they are forbidden to shoot, they are totally not prepared to... they don't know where they are 
going, what they will find, and they are... many of them return pretty bad from this. 
 
Michael Tortorello:  
Well, let's look at a clip actually, which I think really brings this to life. 
 
 
 



May 22, 2002  
 

18 

Michael Tortorello:  
So what were you thinking, or experiencing while you were watching her tell that story while you were filming 
it? 
 
Heddy Honigmann:  
At the end I was crying and the camera man was also crying. At a certain moment all his lens was... he made 
a strange movement to one picture on the wall of her hanging because he couldn't see anything anymore. 
 
Michael Tortorello:  
Do you look at these films as kind of being about good and evil? Are there people in this moral universe who 
are just purely beyond redemption? 
 
Heddy Honigmann:  
No. I don't think that. Well, with some exceptions like Hitler, Milosevic, and some guys here in the States. But 
maybe the comparison is too big, but they are pretty evil. They're pretty naughty and they don't think very 
good about humanity. But I don't think that the majority of us is good or evil. I think that in... there is one other 
film Two Minutes of Silence Please where there is a- 
 
Michael Tortorello:  
It's a movie about the Dutch remembrance of World War II. 
 
Heddy Honigmann:  
Yes. 
 
Michael Tortorello:  
And the Holocaust. 
 
Heddy Honigmann:  
Yes. It's fourth of May in the Netherlands. At eight o'clock you have two minutes of silence to remember all 
the dead. But there is one psychologist saying that she's a poet also that she tries with her patients to... that 
the dark side of them comes up. It's impossible to live your whole life without looking this dark side of you, 
that makes you evil. If you don't recognize this evil side of yourself, the dark side, you really become evil. 
You begin to destroy things, but if you recognize I have this side then maybe you can cope with it. So I don't 
divide people in... 
 
Michael Tortorello:  
Have your politics, or your understanding of politics changed as a result of hearing these stories? 
 
Heddy Honigmann:  
A result of? 
 
Michael Tortorello:  
Of hearing stories like this, or viewing what happens in Peru, or... Do you see things as more complicated, 
or even less complicated maybe? 
 
Heddy Honigmann:  
No, more complicated. More complicated because the stories humanized politics. So they give them a face. 
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So then it becomes complicated when you... I'm never interested in amounts of statistics in my films. They 
don't tell nothing. 
 
Michael Tortorello:  
It's interesting. You never have experts in your movies. You don't identify who the people are speaking on 
the screen. Why is that? 
 
Heddy Honigmann:  
Because I'm not interested in it, and because I think... I think we were talking today with Emily that in those 
last years... She asked me if I had some documentary makers I like very much. I mentioned Raymond 
Depardon, who is able to make close ups of a whole terrible situation. He is able to speak about the thousands 
and thousands of refugees flighting from Rwanda, showing one close up of a woman with this child. If we 
don't, documentary makers, film makers, humanize, personalize suffering it's impossible... people don't want 
to look anymore at television to these total images of hundreds of Rwandese children and women, and half 
injured. They don't want to hear any more stories about Srebrenica, and all the suffering there. So you have 
to find a way to tell the stories in another way, so you have to personalize them. 
 
Michael Tortorello:  
Could you tell how you tried to do that in the last film we're going to be showing, which is Good Husband, 
Dear Son, which is about a massacre right outside of Sarajevo. 
 
Heddy Honigmann:  
In this town, where I filmed in 1992 the Serbs killed 80% of all the men. This is told in two minutes in the 
beginning of the film by one of the survivors who was really tortured and suffered- 
 
Michael Tortorello:  
Who tells a terrible story of being pulled aside, and tortured, and isolated, and- 
 
Heddy Honigmann:  
Very cool, very... He's not crying. He's sitting with his wife in a very beautiful landscape. The film begins with 
"Once upon a time there was a beautiful country called..." So that's the- 
 
Michael Tortorello:  
And his story ends with him and a bunch of men being attacked with hand grenades in a bus where they had 
been sent to die. 
 
Heddy Honigmann:  
Yeah. Yeah. And then we moved from that story, and we talk with the widows, and one of the fathers who 
survived the massacre, and whose two sons died there. I tried through remaining objects, and the little 
remaining photographs because the whole town was burned out, to turn those death alive, to personalize 
them, to show what's the most terrible thing a war does is not... How you say in English, in Dutch even? It's 
not contained in the numbers, so many were killed, 100,000. It's abstract. The catastrophe is, for instance, 
seeing that a whole town has lost all the craftsmen, that people who were in love were separated for ever, 
that children who loved to play football, and loved music cannot hear it anymore. The film is about that. And 
even if it's a very sad film, most of the people who see it don't go out like this. Sometimes even you laugh. 
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Heddy Honigmann:  
The last scene of the film, it's men in a Muslim graveyard, and he knows everybody. The guide of the film, 
he knows everybody in the town. He knows all the deaths, and before the war he was singing for all this. He 
was a good singer. In the beginning of the film he says he doesn't sing anymore after his children were killed. 
He goes from grave, to grave, they are all the same, white. Most of them are all the same, and the way he 
describes the people is amazing. When we shot this scene, I was really crying and saying, "Well this is one 
of the most beautiful thing I ever have filmed." He's saying, "Well, this is my son. He loved football, and girls. 
This is my other son. He liked football, and music. This is the..." He puts a name, "This is [foreign language]. 
He was a postman, a very good postman. This is... He played the guitar, and all the girls danced with his 
music. This is... He was three times married, and he was many times unfaithful." 
 
Heddy Honigmann:  
So you get a whole town in a graveyard. So... 
 
Michael Tortorello:  
Let's look at the artifact. So let's look at the women who'll be talking about their husband, and their brother 
who were killed by Serbs. 
 
Michael Tortorello:  
You have a son, who I think is in his early 20s? 
 
Heddy Honigmann:  
23. 
 
Michael Tortorello:  
Did you find yourself thinking of what object you would keep of his as you were listening to these women tell 
their stories about- 
 
Heddy Honigmann:  
No. 
 
Michael Tortorello:  
... about what survived? 
 
Heddy Honigmann:  
No because I think I would leave for a long time. So I don't think many times about dying. I try to avoid the 
idea. 
 
Michael Tortorello:  
Did you come across anything that was hopeful that these women had to say to you? You had mentioned 
that they just grieved nonstop, but what about your experience and interviews suggested that maybe they 
were kind of moving forward, or...? 
 
Heddy Honigmann:  
Yes. They... They very strong. They have lost everything, husbands and sons, house, and they came there 
to rebuild their lives. While telling their... I told you before, They cried a lot, and I explained them that it was 
impossible to have all those tears in the film. That wasn't the way to put alive their sons and men. The stories 
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had to be also, not only about the killing of them, but when they were alive, something special about them 
they remembered. And they were happy telling these stories also. Of course, there is space in the film for the 
tragedy, for the pain, but there is also... They're also laughing when they're telling about the apple. The other 
moment they switch and they say, "Well, it's time I see somebody eating an apple." And you see how her 
tear... And then laughing about... It's Russian, it's idiot to study. You could a bit of English, but what do you 
do with Russian? 
 
Heddy Honigmann:  
So there's a balance between the painful memory and the memory who is beautiful. Even, the beautiful 
memory who is painful. So there are other cases where it's maybe stronger to see, but this is a very beautiful 
scene. 
 
Michael Tortorello:  
Well, before keeping you here any longer becomes painful, let's open up the floor for some questions from 
the audience. 
 
Heddy Honigmann:  
Maybe we can... Yes, some light. 
 
Michael Tortorello:  
If you could just wait a moment until we get a mic in front of you before you start. 
 
Michael Tortorello:  
Can you just wait one second until we get you the mic? There you go. 
 
Speaker 4:  
Thank you. 
 
Speaker 4:  
Well, let me just say I really, really am moved, and admire your work I was able to see three of the films. I'm 
a colleague of Emily's, so I'm a filmmaker too. One of the things that really... There are so many things I 
admire about it, but watching here in America where everything is cut so quickly, I love your patience, and 
your use of the long tape, and you allow people to express themselves in their own time, with their own 
rhythm. I'm wondering if you could talk a little bit about that, and how you use duration and time. As you said, 
it's apparently simple, but there's a lot in that, particularly given the expectations of audiences who want 
things to move quickly. 
 
Heddy Honigmann:  
I think that the only rule for me is that when I hear the stories, if they keep my attention, they will also keep 
the attention of the spectators. So then I'm not afraid of time because as a filmmaker you don't have to 
mispraise your audience. I don't find a good word. I think that my audience is me, it's like me. So I won't do 
the things quicker because I think they will be bored. When I am bored or think things are not going good at 
the editing, I cut things, but this has also to do with something I told, I think yesterday, that I never make 
interviews in my film, but conversations. So it's different. When you make an interview you have a... 
 
Heddy Honigmann:  
Schedule. I lost myself in conversations. And conversations, if they are interesting they are never boring. So 
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why to cut them? You cut them when... of course there is a sense of rhythm and structure in a film, which at 
a certain moment dictates the rules of the film. When you are editing, at a certain moment, the film itself is 
telling you what to do. So then you ave to say goodbye to people you like, and you have to say goodbye to 
pieces of conversation or film who are very important, but the film is already becoming immature. So you 
cannot let it rotten. 
 
Michael Tortorello:  
Do we have another question? 
 
Speaker 6:  
I assume that you aren't fluent in Portuguese, or in Yugoslavian, how did you do the interview- 
 
Heddy Honigmann:  
Sorry? 
 
Speaker 6:  
I'm assuming that you aren't fluent in the Portuguese language, or the Yugoslavian language, how do you 
work with that? How do you do the interviews in those situations? 
 
Heddy Honigmann:  
Well, Portuguese, especially that one of Brasil, I understand pretty good. 
 
Michael Tortorello:  
What are the other languages that you speak? 
 
Heddy Honigmann:  
French, Italian, Spanish, Dutch, and English a little bit. And a little bit of German and a little bit of Yiddish 
also. But in Brazil, I spoke I kind of... They call it Portunol, so it's Portuguese, and Espanol. So it's Portunol. 
Sometimes I speak in Spanish, and some of the people could follow me perfectly, and most of them i could 
understand. With several Croat, I don't speak. I speak four words, but I had an…instant talk? 
 
Michael Tortorello:  
Translator. 
 
Heddy Honigmann:  
Translator, so I was hearing all the time what they were saying, and I was asking in Dutch sometimes. 
Sometimes I didn't ask anything, sometimes a lot of things. In the film, I cut... it's one of the few films where 
I cut a lot of my questions just to not having this... Because the stories are very emotional, not to have this 
translation going on and on from one side to the other. I kept it for important moments, then you hear me 
asking in Dutch and the person translating. So you understand that I don't speak Serbo-Croatian. 
 
Michael Tortorello:  
Maybe one or two more questions. 
 
Speaker 7:  
One of the questions that I wanted to ask about Crazy was you had some amazing footage both filming and 
photos I can understand, but amazing film footage of some of the people you interviewed. Was that part of 
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the process of how you found them, by looking at newsreel footage, or did you just happen to find newsreel 
footage that had these people in it, or was it footage that these people had themselves, of themselves, or 
how did you get that stuff? 
 
Michael Tortorello:  
She's talking about the home movies that you use in Crazy, and where you found them. 
 
Heddy Honigmann:  
Well, that's not the reason to choose the people, the footage. No. The reason was the story and the music. 
 
Speaker 7:  
Right, but how did you find the footage? 
 
Heddy Honigmann:  
Well, we asked them, "Do you have material? What do you have as photographs, or home videos." The only 
footage who was not... probably the only one, I think... who was not from the soldier himself, but of somebody 
of his battalion is the footage of those refugees of Srebrenica coming to the fabric halls. That's somebody 
who filmed it, who was in the battalion. That footage, we knew, at a certain moment, Ester found out that 
somebody had this material, which was amazing because the BBC had used this footage in another film, and 
in another way. Of course, much shorter shots than my shots, but the Dutch television haven't used it yet. 
The soldiers say, "All this footage, you can use it freely. It's for everybody." 
 
Michael Tortorello:  
Okay. One last question. Do we have a couple of questions more? We'll take two more. 
 
Speaker 8:  
What writers and what other filmmakers have been the most important to you? 
 
Heddy Honigmann:  
Sorry? 
 
Michael Tortorello:  
What other filmmakers have been important to you? 
 
Speaker 8:  
And writers. 
 
Michael Tortorello:  
And writers. I'm sorry. 
 
Heddy Honigmann:  
Writers. Let's see. All those questions. 
 
Michael Tortorello:  
Do you want to go back to your favorite romantic movies? No. 
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Heddy Honigmann:  
Casablanca. 
 
Michael Tortorello:  
No. I'm sorry. Go ahead. 
 
Heddy Honigmann:  
Well, Jean Rouch. A documentary maker Jean Rouch, Johan van der Keuken, Raymond Depardon, Chris 
Marker, Flaherty. 
 
Michael Tortorello:  
And what about literature? 
 
Heddy Honigmann:  
Literature, Flaubert because I studied in a French school. So Flaubert, Apollinaire... Garcia Marquez, Algeria, 
that's a Peruvian writer. Emily Dickinson was very important for me when I was studying poetry. Sylvia Plath. 
 
Michael Tortorello:  
Is there something that holds these people together for you? 
 
Heddy Honigmann:  
There are different stages of my life where different people have been important. So all the Nouvelle Vague 
Cinema was important to me. One film of Visconti, Death In Venice, was very important for deciding to make 
films so... 
 
Michael Tortorello:  
Great. We have a question here. 
 
Speaker 9:  
Do you think you ever might use video? 
 
Heddy Honigmann:  
Sorry? 
 
Michael Tortorello:  
Do you think you ever might use video? 
 
Heddy Honigmann:  
Yes, why not. I used it already in the Underground. With the Underground Orchestra the whole beginning of 
the film is video. 
 
Speaker 9:  
It seems the majority of the Underground Orchestra was filmed. Is that- 
 
Heddy Honigmann:  
Sorry. I cannot understand you. 
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Speaker 9:  
But the majority of the Underground Orchestra was filmed? 
 
Heddy Honigmann:  
Was Super-16 blown up to 35 because when you make a film in Holland and they see the potential to bring 
it in the cinema, in Holland and in France you can go to the cinema and see documentaries. I don't know 
what's happened here in the states, but... Well, in New York you have the Film Forum where you can go and 
watch documentaries. There is a tradition to... Many of my films have been in the theater, and done pretty 
well. For instance, Underground Orchestra was 48 weeks in Amsterdam in... Well, not a big cinema, but for 
a documentary it was... So then you shoot on super 16 and you blow it up to 35. But when you work for 
television, with a length of 50 minutes, or 60 those are the lengths here probably also, you have this... like 
Good Husband, Dear Son was made for the television. It was shot on film, but it was worked on video. There 
exist no film copy. It was shot on film because the texture is much beautiful than shooting on video. 
 
Michael Tortorello:  
Let's take one last question, and then be through. 
 
Speaker 10:  
Briefly I just was interested in how, from the very beginning you've been eager to get your money. You 
mentioned a little bit you do things for television, but if you're not doing them for television, how do you get 
your works funded? 
 
Heddy Honigmann:  
It's impossible in Holland to finance a film without television, but the films are not made for television. I don't 
create them for television. It's an own idea I have, and the producer, and I write a script, and you have to 
interest the television, who puts a bit of the money, but the biggest amount is... There are different film 
foundations, who support your film, especially when you will go to the cinema. If you want to go to the cinema, 
then the budgets are difference because you don't need the blowup, or something like that. So the financing 
route is very different. It's connected to the film you're doing, and the city where we're shooting, the difficult, 
the necessities to have very special sound, or special lightning. So each time different. 
 
Speaker 10:  
The foundations, are they private, or is- 
 
Heddy Honigmann:  
No. No. That's the state. No private foundations. 
 
Michael Tortorello:  
Great. Well, do you want to close up, or...? 
 
Speaker 5:  
Okay. Thank you very much, Heddy. Sorry for the lack in nuance. Thank you very much Michael also. 
 
Michael Tortorello:  
Thanks so much. 
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Speaker 5:  
Thank you very much. 
 
Heddy Honigmann:  
Thank you. Thank you. Thank you. 
 


