




SYNOPSIS

Three sisters, all adrift and in crisis, reunite at their childhood 
home as their domineering mother arranges her big birthday 
 party. The festivities soon come to an end, repressed conflicts rise 
to the surface. Old wounds are opened and a new family is born.

Starring an all-star cast.
Blondie is a comedy-drama,

returning to the classical
portrait of a family.



JESPER GANSLANDT
— DIRECTOR’S NOTE — 

I’m quite fond of the fairy-tale – the fantastical, 
the playful. In my previous films, realism has 
ruled. So I thought the most risky thing I could 
do right now, would be to make a movie that 
communicates on a broader scale. More like 
fireworks on all levels, instead of the stifled, dark 
realism. With that as a point of departure, I start-
ed creating a type of dollhouse that functions as 
the framework of the film. I placed dolls in the 
house, I looked into the rooms. Initially, it was 
mainly surface, and it was very challenging for 
me to process that surface so that people would 
not recoil from it, uncaring. Gradually, the dolls 
came alive. They started to move from room to 
room, they started to refurnish the rooms, to 
unite and separate. It turned into a form of play 
with archetypes.

I simply didn’t want a patriarch to be part of this 
story; I was much more excited by the idea of 
the women managing on their own. The good 
older sister, the unbridled matria chal mother, 
the truth-telling and flipped-out middle sister, 
and the lost youngest sister, always a few steps 
behind.

And I wanted to shoot something I find beauti-
ful. We immediately recognize a thing of beauty. 
Film is like life in that respect, it’s instantaneous. 
An image – and we see many layers. We know 
that we want it. We know what we find beautiful. 
But that’s not enough. We want to see beyond 
the layers, to see the cracks. And that’s when 
these women start to fall apart. I want to break 
them down. 

In that respect, this film is greater than I am. It 
grew into an auteur film about the family. An 
opera about three sisters competing for their 
mother’s love. So let’s raise the curtain.

Jesper Ganslandt
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This is in many ways a character-driven film, 
but it's also the story of a family. What came 
first, the characters or the story?

At first I only had one scene in my mind, I wanted 
to explore that and see if it could be developed 
into a film. It was a scene where a tall, blonde 
woman, overly dressed-up and glamorous, is 
in a supermarket with a couple of children, and 
she teaches the children how to nick from the 
shop, they turn it into a fun game. 

Only one fragmentary scene, out of context?

Yes, I think I just wanted to see it. I had the im-
ages clear in my mind, all the details – how this 
girl would stand out, how her amplified charis-
ma would contrast with the very realistic food 
store. I wanted her to be like a colourful sponge 
in that environment. I didn't know anything else 
about the scene, if they got caught, or if they 
were her children. But the scene stuck with me. 
Then I began to think about two different paths. 
One was to make a film that dealt solely with the 
adult child and the relationship with the parents. 
It's figured in my two previous films, but only in 
individual scenes and that. 

What is fascinating about the adult child?

I don't know, it's a type of motif that I never tire 

of. I thought I would like to see a movie that 
was just about that, that it would be the cen-
tral theme. I think there's a lot of comedy there. 
Regression is a way to show people what you 
might not always want to show, a bit of the inner 
self - not true inner self, necessarily, but there 
is a part of the inner self that you haven't been 
able to get rid of, a sort of baggage in one's 
character, in one's personality, that comes out 
in those sort of situations. That's why it’s also 
very funny, enjoyable in some way – you be-
come a bit naked. 
 
At the same time as I was starting to think about 
the adult child, I also thought a lot about the 
films being made in Sweden right now, which 
I think is interesting, and about the films I have 
made myself, and that most of these operate 
within a fairly strict realism. Almost as if that 
realism is the only way to justify the film's exist-
ence – to make it engaging and credible, it has 
to operate in that sphere. And the more artistic 
films that strive for some sort of integrity almost 
have even bigger demands for realism on them. 
Particularly, I think this applies to the younger 
filmmakers, to whom I of course belong.

What do you think is causing this? Is it about 
adapting to poor conditions of production, or 
is it that they have an idea of what they can 
achieve and therefore restrict themselves? 
Or is it just a temporary wave – everything 
moves in cycles?

I think it's a combination of all that. The budget-
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ary constraints may affect it to the extent that 
one sees a practical opening where you can 
produce something with realism, that you can 
find a strength and truth in the expression. But 
then it also comes in waves, just as in other peri-
ods of film history, where you go from one to the 
other, from studio recordings and overacting to 
Dogme and very sparse productions, and back 
again, with a bit of cross-pollination along the 
way. It's a pendulum movement, and right now 
we seem to be in a period dominated by real-
ism. But I feel that this particular cycle is about 
to run it's course, it's time to start thinking a bit 
differently. 

How much is ’Blondie’ a reaction to ’The 
Ape’? In many ways, the two films are like 
night and day. ’The Ape’ was claustrophobic, 
heated, intimate, and had a tight focus on 
only one actor. Blondie is open, airy, an emo-
tional drama, performed by an ensemble cast.

In many ways it probably is a reaction, there's 
that pendulum movement again, you do some-
thing and then you want to do the opposite. 
What unites them, I believe, is my voice. I want 
to explore the different sides of myself as well, 
as narrator and director. It feels boring to repeat 
yourself too much.
 
So ’The Ape’ must have influenced the work 
on ’Blondie’, if you think about it like that.

Yes. After The Ape, I thought that I don't want 
more feel bad than this right now. So it becomes 

natural to make a turn and go the other way. And 
then it can turn out a bit like this, like Blondie. 
A counter-reaction. There is something safe 
about working in the dark, in the unpleasant, the 
super-realistic, the slightly obscure. The Ape 
was in the right place, there's nothing I want to 
change in it, it came to be in the right way, but 
I don't want to stay in that. I wanted to step out 
of that which was dark and hard and brutal, and 
step into something bright and colourful, and 
see how I was able to navigate there. Then, of 
course, I was terrified about how it would go. 
But I didn't want it to be a gimmick.

You didn't want it to be just an experiment.

Some of the actors mocked me because I 
wanted to do something broad and audience-
friendly, but there are levels to that too. You 
can do something with drama and the joy of 
life, depicting a family gathering, without it hav-
ing to become natural romanticism and an orgy 
of clichés. I wanted to affirm the other sides 
to my filmmaking. Also I think that Falkenberg 
Farewell had, despite its rough edges, bits of 
beauty…

I wanted to see if I could find my way back to 
that. Maybe I hadn't completely left it behind, 
but after working with The Ape, it was so far re-
moved that I wanted to find it again.

Now you have a movie with almost exclu-
sively women. You have a matriarch, a strong 
mother, but no father more than a portrait in 

the living room of the house. What were your 
thoughts there?

I simply didn't want a patriarch in the story, I was 
much more attracted to the idea that the women 
would get to sort this out for themselves. The 
good eldest sister, the unbounded matriarch of 
a mother, the truth-saying and flipped-out mid-
dle sister, the lost little sister who is always a 
few steps behind. There is a man there, the eld-
est sister's husband, but he doesn't affect the 
group, he's both a part of it and on the outside.

What do you think about the idea that you only 
make films about families? In ’Falkenberg 
Farewell’ the group of friends was a family, 
’The Ape’ was about a crushed family, and 
in ’Blondie’, you have a broken family that is 
trying to somehow become a functioning unit 
again.

There hasn't been a conscious thought to make 
films about families, but I find it interesting. Now 
that I have my own family with a wife and kids, 
I've thought a lot about how my parents' divorce 
was probably very important to me. I've always 
pretended that it wasn't important, that it didn't 
mean anything. But it has got me thinking about 
how the family is never an end point, that it's 
constantly changing. Much of what I find most 
upsetting in life arises from family situations. 
Also because there is a subtlety in a divorce, it's 
not the greatest tragedy or the worst that could 
happen, but there is something touching about 
even trying to create family bliss.



I suppose you could say that this is the first time 
I explicitly want to do something about a family. 
But I agree with you that it's always been about 
that.

Can you tell me about the preparations that 
you and especially the three sisters went 
through?

I based a lot on how Olle Sarri and I worked on 
The Ape, where he as an actor knew nothing of 
the plot in advance, because that way of work-
ing reinforced the story of someone who is in a 
state of shock. That was an appropriate thing 
at the time. I wanted to do the opposite here. 
Of course in a family you know everything, you 
know more than you want to know about each 
other. So it became natural in the preparations 
that you wanted to get under the skin of the oth-
ers, so we rehearsed and made improvisations, 
shot a little, over almost half a year. We met up 
roughly once a week – sometimes we were out 
on the town, where the actors had to get togeth-
er as sisters, we met at the Grand Hotel at some 
point where we improvised, where they had to 
be in character the whole evening. 

Were the roles basically finished by then?

Pretty much, but they grew from that work as 
well. I took on board a lot of what came out dur-
ing rehearsals, and steered the characters in 
one direction or the other - in a way that also 
suited the actors better. But the framework was 
there already, the archetypes.

How were the roles cast? 

In a few different ways. I didn't know Carolina 
from before, but I'd thought that she could be 
good for this, with her special charisma, and the 
fact that she is quite near the role. I had thought 
about her even before I started writing, what 
 little I knew about her became an inspiration in 
some way. Helena came in to do a screen test 
and was fantastic, she was incredibly good.
 
Alexandra helped with the casting a bit, and 
when I saw the screen test with Helena and 
 Alexandra together, I thought Alexandra was 
good as the little sister, so I cast her. Then I went 
to watch a play where Marie Göranzon played 
one of the roles, and after that it was hard not to 
think of her as the mother. I asked her if she was 
interested, and she was. So the whole casting 
process was fairly straightforward – the only 
one I didn't have a good grasp of was Helena, 
but she came in and was so incredibly good, so 
very present.

In ’The Ape’ you basically had just the one 
actor in front of the camera, it was a very 
intimate film. In ’Blondie’ there's a cast, a 
different expression, a completely different 
style. Do you find that there are other kinds 
of challenges when directing a cast?

It's incredibly important that everyone gets 
screen time. All actors are, even Olle Sarri in 
his subtle way, pretty attention-hungry people, 
so when you're doing these big scenes, with 

everyone involved, they all get very protective 
about their character, especially when you've 
done so much preparation. It was very difficult 
to find the time, to be everywhere all the time. 
To manage to conduct that orchestra, which is 
what it's like. And what you have to do is create 
the conditions in which everyone can be good, 
as they should be. 

What's most important when making a film 
with a cast full of actors with different back-
grounds and experiences – that as a direc-
tor you're sensitive to this and adapt, or that 
you're clear about how the film should look?

Well you have to have some rules…

Show them who's the boss?

I got the trust from everybody, it was always very 
clear that this was my production. I never had 
to fight for it, but you do need to have rules be-
tween yourselves so that nobody goes off in the 
wrong direction. You also become a perfection-
ist after a while, you want everything to line-up 
precisely. In a cast, there's always room for end-
less small adjustments, and there's a danger in 
that. There's a dinner scene in the film that I shot 
from probably twenty different angles, trying to 
find the perfect solution – and we ended up just 
using a wide shot of the dinner table instead.

What can you say about the photography of 
the film, and the cinematographer you used, 
Linda Wassberg?



That was an exciting meeting. Linda is very in-
terested in composition, and I've previously 
mostly done photography in the way that I'm 
looking for the life in what is happening in front 
of the camera, and not worked on composi-
tions at all. She had done Apflickorna, I thought 
I saw something in that, there was something 
exciting about the pictures. I wondered what 
would happen if you took that kind of photog-
raphy and took it further, beyond realism. Then 
when we started working, we talked about how 
she would keep using her expressiveness, but 
within my temperament. Whether or not we'd be 
able to pull that off worried me a bit to start with. 
 
When you start working with a new cinematog-
rapher, it's also like you need to invent a new lan-
guage. You have some common terminology of 
course, but there's so much subtle and unspo-
ken between a director and a cinematographer 
- sometimes you think you understand each oth-
er but you actually don't, that's something you 
have to watch out for. Linda and I had to start 
from scratch, create our own universe of image-
ry, a world. It was good – but there was also a lot 
of fighting between us.

In a constructive way?

I'd say so, absolutely. But still a fight, over how 
you choose to prioritise during a shoot. And I'm 
happy we did it that way.

It is also the first time you're not working with 
Fredrik Wenzel.



Linda had just finished making Apflickorna, so in 
the beginning, before everything fell into place, 
it almost felt as if there were two people missing 
on set – she talked as if Lisa Aschan was there, 
and I talked as if Fredrik was there. You indeed 
often have jargon with people you have worked 
with for a long time, many profoundly referenc-
es. We had to shake that off. And it was lovely 
being able to do that.

What did the idea of ’Blondie’ look like when 
Jesper first started to talk to you about it?

On the one hand there was an interest in explor-
ing something that was not as rigid and defined, 
there were questions about what constitutes a 
family, how relationships are constantly chang-
ing. How can you portray the quick fluctuations 
that occur in a relationship? Is it possible to 
make a film that partially departs from the tra-
ditional narrative and is more reminiscent of a 
circle than a straight line with a beginning, a 
middle and an end?
 
Yes, but on the other hand: The Ape seemed 
like an individual idea, whereas Blondie has its 
origins in a lot of different thoughts and ideas. 
Also, to give the whole thing a film history con-
text, we started talking quite a lot about the films 
that were made in Sweden 2002 – 2003. If you 

look at the films that came out during that time 
– regardless of their quality in general – there 
was often a presence of imagination, innocence 
and love, a playfulness regarding the medium of 
film that I think has been given less space in the 
past five years. Because of this it became ex-
citing to be inspired by, say, theatre rather than 
documentary.

Each action gives birth to a reaction. Is it too 
simplistic to view ’Blondie’ as a reaction to 

’The Ape’?

It feels like there's a pendulum motion. The Ape 
does feel, in its coldness and lack of sentimen-
tality, as the pure antithesis to Blondie.
 
In Blondie, we've used elements of the fantas-
tic, a heightened reality – both in its form, its 
very cinematic photography, and in that there 
are little magical moments that make us under-
stand that we don't necessarily find ourselves in 
Sweden in the year 2012.

When did the ideas become the story we have 
in ’Blondie’ now, about three sisters and their 
mother?

Jesper always wanted to make a film about adult 
children who move back home, that was always 
part of the story. I'm not sure if there were al-
ways three sisters, but it was always about 
women in a house, grown people being forced 
together. It was more that the form came togeth-
er, the story was always there, but the form it 

was to take was found as we went along. The 
ideas were developed during quite some time 
before we started filming, probably for a year 
and a half.

What's it like being Jesper's producer? How 
do you work together?

Our collaboration is relatively dynamic. There 
are periods during which he feels a greater 
need to have a dialogue with me, and periods 
when I feel I have something to add. Then there 
are periods where he needs to feel that he is 
making his film, and that too many opinions will 
make the film lack direction. So we have to be 
constantly switching on and off, and over time 
we've also got better at synching up to each 
other. Jesper is both difficult and cooperative, 
alternately. As a producer you have to know 
when to give a bit of safety to the person who's 
directing, when you need to step in and steer a 
little, and when you should just stay away.

Jesper Kurlandsky, born 1977 in Stockholm.

Produced The Ape (2009), Axel Peterséns Avalon (2011)
and Jesper Ganslandts Blondie (2012).

Along with Lukas Moodysson he shot Container (2006) and 
A hole in my heart (2004) as well as did the casting for Lilya 
4-ever (2003), Mammoth (2008) and Container. He also 
 directed and wrote the script for the two shortfilms Red Hat 
and Yellow Hat, now in postproduction.
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How would you describe Katarina?

Katarina is a good girl driven to absurdity. Basi-
cally she believes that unless she is the best at 
everything then she shouldn’t exist. She feels 
she has no intrinsic value, so she has to fix eve-
rything all of the time and have full control. She 
is a total control freak. I think that’s because she 
is really chaotic.

How was Katarina developed during the re-
hearsals and improvisations you worked on 
before filming?

A lot I think, but it's hard for me to determine. 
Much of the work both before and during film-
ing seemed to me to take place seamlessly. The 
control freak aspect came from Jesper, that 
was what was down on paper when we started 
working. Then when Jesper got to know me as a 
pretty emotional person – first on the set really – 
he brought this into the character as well. I think 
he originally had thought of her as being colder 
than she was.

The improvisations were a good foundation, 
but you can never take that last step until you 
stand in front of the camera and it is for real. I 
remember I took Jesper to one side about two 
weeks into shooting and said "now I get who I 
am playing". In the beginning, he had to guide 

me forwards before I found my way. Although 
we had rehearsed for so long I didn’t have full 
control of the character, and he helped me. After 
two weeks, Katarina started to get into my body.

It meant a lot that we had time to hang out with 
each other, because we were to form a family. 
We were very comfortable with each other by 
then, and I think this can only be achieved af-
ter spending some time together. Our private 
time together was probably just as important 
as when we rehearsed. We discovered the lit-
tle things about each other, body language and 
small quirks.

What were your expectations of the filming?

Jesper is the first director I worked with, who I 
said yes to without reading a script. What's cool 
about him is that there is always a clear idea 
about everything he does. I think that's inspiring 
to work with. You are liberated by it, that every-
thing is driven by an idea. When I later met him it 
just clicked. He has really been artistically impor-
tant to me – in movies certainly the most impor-
tant film director I've worked with. He is special.

How did you come in contact with Jesper?

About a year before we started shooting, I re-
ceived an email from Jesper. He wrote that he 
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would shoot a new movie and that he was in-
terested in using me in one of the leading roles. 
I was shocked. It has always been a dream to 
be in a movie, but at the same time I thought 
maybe it was too late now that I'm over thirty, 
and so on. But I came to the audition where I 
played with Alexandra Dahlström. I had no idea 
how it had gone, but I remember that the at-
mosphere was like »don’t call us, we call you«. 
After that, no-one had contacted me for months, 
so of course I thought that nothing would come 
of it. But after six months, the phone rang, it 
was Jesper who wondered if I wanted the role. 
I said yes immediately. Of course!

Did you know Jesper previously, had you 
seen his other movies?

I had seen Falkenberg Farewell and was com-
pletely in love with the movie. I've always been 
interested in more artistic films, so when it 
was Jesper who wanted to have me involved it 
was just amazing. It was the main reason why 
I wanted to be involved. I thought it must be 
good if it’s him making it.

How would you describe Elin?

Elin is very naive. Her life has been slightly de-
railed, she finds herself outside of everything. 
She has had a successful career as a model in 
Paris, but those days are over, and now she has 
started to hang out with people who are not 
good for her. She's a pretty unhappy person. 
But she tries to present a positive front.

You came into this as a bit of an outsider in 
this context, and have never acted before. 
Did you feel well received by the others in the 
cast?

I felt incredibly well received, much better than 
I expected! I thought maybe someone would 
put me in my place, but it was not actually like 
that, it was a very loving reception. However, I 
think that because I was a newbie this left a 
mark on Elin and her position in the family. I 
think it contributed to its credibility.

You brought the insecurity with you into the 
role.

Indeed.

How long did you feel like a beginner during 
filming?

I got into it pretty quickly, despite everything. 
One of my first scenes was with Marie Göran-
zon, one of Sweden's most amazing women 
and I was thoroughly nervous, but it went bet-
ter than expected. The nervousness was put 
to bed and it suddenly felt natural. I think it is 
very much because we stayed together during 
shooting, out in the countryside, we had only 
each other for company, there was nothing to 
run away to, no unconnected person to meet in 
the evening - we were in a little bubble, and it 
made you relaxed and you felt comfortable with 
these people.

How would you describe Lova?

I see her as very kind-hearted, considerate, but 
confused. She is always looking for answers, 
without finding anything. Perhaps she feels she 
has to put herself under a great deal of pressure 
to make the right decisions in life, and then gets 
paralyzed by the pressure. I think she has a lot of 
power that she really doesn’t know how to chan-
nel, it becomes a very repressed… not anger, 
but she has no outlet for it.

For the sake of unusualness, she is also a little 
sister who receives very little attention. Some-
times I think she can find peace in it, to avoid 
taking all those big stormy family quarrels that 
she must stay in her own corner. I think she's 
very talented, but she has a lot of performance 
anxiety. The older sisters are taking up so much 
space, and she does not want to become what 
they are. While she admires them so she de-
spises them, because they are neurotic and 
frayed. She doesn’t really want to take after her 
Mum.

How was Lova developed?

We worked on her together, Jesper and I. I saw 
a lot of myself in her longing, her grief. First, I 
wanted to make her out as the classic suicide 
case. I thought, God, what a pleasure to be able 
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to max out that grief! How nice to go the whole 
hog properly. But then she became more toned 
down, and first I was cross about that, I missed 
the bombastic. What I did not realize then was 
that Jesper had written her based on me. I get 
it now in retrospect, and am happy that she is 
more tailored than she was from the beginning. 
Directors often want people to be themselves 
as much as possible, while the actors always 
want to have a challenge, they want to show 
they can play a plastic bag with credibility.

What did your improvisations for the filming 
mean?

Very much! I call them »lajv«, we could equally 
have worn capes and talked Klingon. The im-
provisations reinforced the sisterhood. The 
preparations were very important, because it 
created something very exciting between us. 
And I dreamed a lot about this family, the fic-
tional family.

How was the movie presented to you?

Jesper contacted me and asked if I could see 
myself doing a pilot film, to see how we worked 
together, the three girls and me. It felt really nice, 
I didn’t feel any prestige in it at all. This was at 
a very early stage, almost a year before record-
ing. We made the pilot film, and how much he 

changed the character I dn’t remember, but 
when we started filming, I felt that I had a very 
free hand within pretty tight boundaries. Within 
the framework, I was free to interpret this wom-
an, and he very much trusted that we had these 
characters within us. And of course, we are of 
the same age as this woman has children – I 
don’t have this life destiny that she has, but it is 
not so different from one person to another – so 
you can relate to much of her. 

How was the filming?

I felt very free. The first week we were filming 
we talked an awful lot, us girls, we had great 
fun together. And we did, but in the end, Jesper 
put a stop to that – it took a lot of time. He let 
us have a lot of time, but in the end he asked 
us to discipline ourselves a little. It was essen-
tial that we should get to know each other, and 
get this genuine harmony with each other. But 
then you have the director say stop, enough is 
enough.

Jesper is fantastic at getting you to understand 
when something is serious, but with a love, a 
warmth. I am hard to shut up, but I did eventually. 
It didn’t matter however that I didn’t get to be in 
a good mood, or clown about in between shots, 
because that is my way of working. It is tough 
doing these serious, heavy scenes with their 
children. There is much to be plucked from your 
own life, and then you have to joke occasionally, 
otherwise it can be very pathetic. There must be 
a freshness in between takes.

Room to breathe.

To breathe, laugh, tell jokes, and then say, now 
we have to take it. That’s how I work in the thea-
tre, too, before very tough roles. It is my way of 
working, finding a funny tone.

It sounds like Jesper creates a good atmos-
phere during shooting, so that he has confi-
dence in you but also a very clear vision of the 
material, what he wants out of you. How is he 
on the set, is he hot-headed, calm, screwed-
up? A director's temperament often colours 
the surrounding environment.

He's very calm, at least as we see it. I think he 
knows exactly what he wants, but he is also 
open to getting something else. It must not be 
exactly as he had imagined, if he gets something 
better he takes it. I think almost all good direc-
tors do.

But then it's about having this sensitivity.

And he has that. Since he is still so young, but 
has such experience of life and people. I am 
thinking particularly of this woman that I play, 
who is much older than he is, I'm his mother's 
age. Being able to understand these women, 
there’s a little bit of Bergman about it, it's a great 
asset. To not only understand the guys or girls 
of one's own age, but also be able to rise up in 
age, and understand how such a woman thinks.

How would you describe Sigrid?

-  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -
M AR IE  G ÖR A NZON

pl ays sigr id
-  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -



She is a little outside life. She does things 
with and for kids that she hasn’t really thought 
through. Sometimes you think, oh my God, she 
does not even know what her youngest daugh-
ter is doing in London! I'm a bit of a control freak 
Mum, so I got frustrated with Sigrid. You have 
to know what your children are doing in London, 
where she is living, what she is working with! 
So she comes home and Sigrid says »oh I see, I 
thought you went to art school«.

In Jesper's previous film ’The Ape’ you play 
the lead role, you were included in every 
scene and all the focus was on you. In ’Blond-
ie’ you perform a supporting role in a larger 
cast – it must have been a completely differ-
ent experience.

Yes, but it's a very good supporting role, I think! 
The recording was different in several ways. In 
this case, for example, I had to read a script in 
advance!

How did you get the role of Janne?

It started quite a while ago. I had talked to Jes-
per about the role, and also filmed the screen 
test for it, but I think Jesper was a bit unsure 
whether I was the right person to do it. I noticed 
that he hesitated. But then almost a year went 
by, and he came back with the finished script 

– which I thought was fantastic, one of the best 
I've read. After that I really wanted to do this 
Janne. The big challenge was that Janne would 
be in pretty bad shape, unfit and bloated, and I 
am normally fit. I think Jesper's hesitation per-
haps lay there. But when we reached the deci-
sion that I would be included, I was extremely 
pleased. We spend time together privately as 
well, but working together and shooting a movie 
together, then it is the most fun.

What was it like putting on the extra pounds 
then?

I actually had to go to a dietician who gave me 
advice about everything that she doesn’t usually 
give advice on – how to gain weight and lose 
shape. It was an interesting experience. Helena 
was highly amused by the fact that I did this very 
typical method actor thing for what was ulti-
mately a rather small role.

How was the filming?

I shall try to avoid sounding too cliché, but the 
fact is that I very much like working with Jes-
per and Jesper. With Jesper as the director it 
feels like I am developing as an actor. I'm very 
happy when we work together. I also like that 
there is no false flattery – the only thing that 
is interesting is to arrive at a good result. No 
babbling, just straight on with it. It's the same 
with Kurlandsky. He is an exceptional producer, 
he is so artistically devoted, and even artisti-
cally hard, while he feels safe and appreciative. 

 Kurlandsky is a producer with a lot of ”directing” 
in his body.

I talked to him about whether in the role as 
producer over the years made him feel more 
cynical, whether the idealism in him would 
disappear, and he said he had never been 
more idealistic than today.

It doesn’t surprise me, that's how I see him too. 
It is in keeping with who he is. But I see him as a 
good boss, too. Together with Jesper, they rep-
resent a pretty formidable team, there is a trust 
between them and for the actors that means you 
feel completely safe in their hands.

-  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -
OL L E  S A R R I

pl ays ja nne
-  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -  -



Born 1978, Jesper Ganslandt graduated from 
Lund University in 1999 with degrees in His-
tory of Ideas and Philosophy. Ganslandt dis-
covered film early on and initiated filmproduc-
tion with his childhood friends. As an adult, he 
converged with those same friends and made 
his debut as an autodidact film maker with the 
feature Falkenberg Farewell (2006), which 
screened in Venice and Toronto. It received the 
Swedish Film Critics Award for Best Film, won 
the award for Best Film at several European 
film festivals and was chosen as the Academy 
Award-Nominee from Sweden. 2009 is year 
that sees the release of Ganslandt’s second 
feature The Ape that receives top reviews in 
Sweden and was selected for Venice and To-
ronto. Blondie (2012) is Ganslandt’s third fea-
ture film. 
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