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SYNOPSIS
A father and son who are strangers to one another – both of them borderline, each in his own way – are forced to live together for a few months, during which they will learn a great deal from each other.
Bruno Beltrame has hung up his professional boots for some time now. All that remains of his old talent as a writer is what little he uses to write “other people’s books” on commission: footballer and TV personalities’ biographies (right now he’s working on the biography of Tina, a famous Slovenian porn star who has become a producer of hardcore films); his passion for teaching has given way to a listless routine of private home lessons to students who are just as slack as he is, among whom one who stands out is 15-year-old Luca, as ignorant as the others, but lively and flippant.

One day the boy’s mother shows up, like a ghost out of the past, with a revelation that throws Bruno’s life into a tailspin: Luca is his son, a son of whose existence he was unaware. And that’s not all: she is about to leave for a six-month cooperation stint in Africa, and the boy cannot, and certainly does not want to, go along with her. She asks Bruno to have the boy stay with him, and to take care of him, but without revealing his true identity.

Thus begins an improbable cohabitation between the apathetic former teacher and the restless teenager, six months during which Luca will find himself having to deal with an adult male figure and Bruno, in spite of himself, won’t be able to avoid taking care of that secret son who, to make things worse, seems bound to get himself into some bad trouble…

non-contractual credits
DIRECTOR’S NOTES
They had been asking me for weeks for the usual director’s notes to be included in the press folder.
Write and rewrite, think and rethink… frankly I couldn’t find the way to produce those twenty lines: thanks and acknowledgments to this person and that? Smoky theories on the top filmmaking systems? Or even worse: a list of films and filmmakers of reference, with the inevitable comparison, all to my detriment?

In the end I pulled out of my drawer my work diary, a Moleskine notebook of set notes which, now that I reread them, seemed quite curious and perhaps even amusing. Certainly original, in any case. Here are a few passages.

24/8/2010: First day of filming. I arrive on the set – at the Virgilio high School – an hour before the scheduled time. Raffaella, who’s in the first scene, keeps repeating to me, “Take it easy”, with the same tone of voice she uses with our son. Vladi has to stop me because I start moving the desks around: he’s the prop guy. When everything is finally ready, I sit down on a small chair in front of the monitor, wearing the headphones. Alessandro calls out, “Lights!”, Mario answers with, “Camera!”, and I muster up the courage and yell, “Action!”. General perplexity all around, as Melissa patiently explains to me that I have to wait for the clapperboard.

(…on the other hand, Filippo seems like he’s never done anything else in his whole life…)

1/9/2010: Melissa explains to me for the seventh time the concept of “no match”.

7/9/2010: As soon as I arrive on the set, I turn over and over in my hands the piece of the script to be shot; I mutter and grumble, looking up in the air, furiously scribbling with my pen on the pages, until Arnaldo, passing by, asks: “Are you pissed off at the scriptwriter?”

15/9/2010: Champions’ League Wednesday, and Inter is playing. During the break, Fabrizio closes himself in the little room of a San Saba café to eat his dinner in front of the TV. All alone. At a certain point, from the room we can hear yells and cheers of jubilation. Filippo and the grips – all diehard Roma fans – shake their heads.

21/9/2010: A curse befalls Fabrizio, who is forced to do a scene, for an entire afternoon, in which he rides a scooter behind Filippo singing “Grazie Roma” (the Roma team’s theme song – the scene won’t be used). He’s totally worn out at the end.

22/9/2010: Alessandro explains to me for the twenty-second time the concept of “no match”. I nod with conviction, but my blank stare betrays me.

30/9/2010: It’s my birthday. We celebrate during the break. How did I ever manage to live for 49 years without all these people around me?

4/10/2010: When Tina (Barbora) is on the set, everyone behaves himself well, including me. We try out the scene where she tries, in her brisk manner, to seduce Bruno (Fabrizio), who pulls back in fear. Sighs and whispered comments among the bearish men on the set. Someone says, “How on earth can you say no to a woman like that?”. By surprise, another answers, “You think it’s easy, all of a sudden like that? I’d like to see you in his shoes.”

8/10/2010: End of filming. Hugs and kisses, and tears. Even the most bearish men are crying. Raffaella, who isn’t very sentimental (but who is also a bit jealous, if you ask me) says that that’s what always happens on every set, especially when they have been paid on time. Okay, if she says so. I’m sad, a bit drunk with emotions. In seven weeks I have learned loads about people and about cinema (but that “no match” business continues to remain a mystery).

Francesco Bruni

Scialla!
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INTERVISTA A FRANCESCO BRUNI

Let’s start with the title, “Scialla!”. An unusual, even mysterious neologism, unknown to most, and especially to those who aren’t young. Surely borrowed from the slang of the most recent generation. How would you translate this slang expression?

In Roman youngsters’ slang it means “Calm down, relax”, more or less like the American “take it easy”. According to some, it comes from the Arabic inshallah. I think it’s an expression that has various significances: apart from the fact that my kids say it to me an average of around twenty times a day, I like the request for moderation and peaceful living it contains; lastly, I also consider it a sort of poetic manifesto. After having reflected at length over the adjective to be associated with the word “commedia” to define my film, in the end I had a flash of inspiration: “Scialla!” is precisely a classic example of a “commedia scialla”.

Now let’s talk about the two protagonists, Fabrizio Bentivoglio and the young Filippo Scicchitano. Fabrizio, who is in reality Milanese, has a strong Venetian lilt in his accent; it sounds like the one we heard in Mazzacurati’s film set in the area of Padua, “La lingua del santo”. Here, what are the reasons for this cadence? And then, how did you find the extraordinary young actor who played Luca, making his screen debut?

With Fabrizio we thought that a northern accent could help him to build the traits of his character: Venetian (in this case Paduan) is a music he knows very well, and which immediately puts me in a good mood.

As for Filippo, everything went according to the classic anecdote: he came to the auditions (I held hundreds, mostly in schools) just to accompany a friend; they gave him the cue lines to read, and he laughed like crazy. His smile and expression won me over immediately.
The main theme of the father-son relationship is placed within the school framework, with a teacher father and student son. The school is a recurrent setting closely studied by Italian directors, writers, and screenwriters, like Luchetti, Starnone, and Lodoli, among others. Where does this interest come from in general, and in your case, in particular?
The school is the foundation of democratic society, a point of contact between social and ethnic classes, a great laboratory of coexistence, of personal and civil growth. Therefore, from the dramaturgical standpoint, it is a continuous and inexhaustible source of ideas. In my case, considering the fact that the film focuses on the educational process of a youngster and his relationship with culture, it was an obligatory part of the story.

You were, and you continue to be, a prolific screenwriter for first-rate directors and titles, in both film and television (Virzì, Calopresti, Francesca Comencini, Monteleone, the Montalbano series). Now you’ve made your debut as a director. Had you been wanting to for a long time, but the right opportunity hadn’t come up yet, or did the desire hit you all of a sudden, without the need to think it over too much? In other words, did you think of proposing a story of yours to a producer, or were you, vice versa, asked to write a film, and this time direct it also?

It simply happened that, for the first time since I entered this trade, a producer – Beppe Caschetto – asked me to write a comedy in total freedom, and without a director next to me. Inevitably, I wrote about what I was most interested in, what concerned me most directly. And unconsciously – perhaps – I set up a simple story, with just a few characters, ideal for a debut. When the script was finished, I realized I would have suffered a great deal if I had had to turn this story over to someone else. Beppe – who, if you ask me, had planned the trap from the very start – gave me the last little push, proposing that I direct the film myself.

With regard to your debut, what might make you want to direct other films? The commercial success of “Scialla!”, appreciation from the critics, festival prizes?

All of them, I hope! If I had to choose, I’d like the film to carve itself out a segment of the viewing audience, even a minority one, but potentially loyal. A hard core of spectators who will wait patiently and trustingly for another film like this one. I have the feeling that in the parliament of Italian comedy – very crowded, by the way – there is a nice big empty space, or almost, between the extreme wings of the commercial box-office comedy and the auteur film. I’d like to take a seat there, at least for a few terms of office.

As a screenwriter, you have an affinity, in the noblest sense of the term, with those of the wonderful season of Italian comedy (Age e Scarpelli, Scola, Monicelli, Risi, Salce). Together with Paolo Virzì, Luchetti, and Archibugi – just to mention a few – do you really feel like an heir of that artistic community that was then quite cohesive in describing, often with bitterness and scathing irony, the ways of the “new Italians”?

It is a great honor for me to hear myself compared to that school, but for the time being it seems it can be suggested only for several films I wrote, especially with Paolo Virzì. But obviously those lessons have become a part of me, and therefore it was natural for me to be inspired by the observation of reality, to give my characters facets that are even contradictory and not necessarily positive, but most of all to always keep in mind the first commandment of my dear master Furio Scarpelli: that there is no good comedy without a serious, even dramatic, counterpoint.

You have a son in high school and a daughter in middle school. Which of them influences the other the most in choosing what movies to go see? And what directors, what genres are among your favorites, those for which, as soon as they come out, you feel the need to go to the movies?

My kids are big cinema fans, and they have their own tastes. With a 17-year-old and a 13-year-old you have to move cautiously, because a bad recommendation can cost you years of credibility that were so difficult to build up. My son has appreciated a few tips: Kassovitz’s La Haine (Hate) (which, in fact, I mention in the film), Lee’s Do the Right Thing; with my daughter I successfully played the Juno card: it’s a film that has a special little place in my heart, too. In recent years, American independent filmmakers have given me some nice surprises: in addition to Reitman’s film, I enjoyed Broken Flowers, Lost in Translation, and recently The Kids Are All Right very much. I’m also a fan – but who isn’t? - of Allen, Altman, the early Scorsese, Loach and Leigh, and Kaurismaki; in my youth I loved Wenders, while during the Experimental Center period, I was ready to fight anyone who dared express doubts about the indisputable Kieslowski.

In any case, when it is a matter of choosing a film, I always give precedence to Italian auteur films, and lately I find that I am disappointed very rarely.

INTERVIEW WITH FABRIZIO BENTIVOGLIO

What was the reason that led you to become interested in “Scialla!” and want to act in it?
First of all the subject matter, the father-son relationship that is a bond for two persons who at first are unaware of their kinship: Bruno, my character, is a solitary, reserved teacher, who has sought refuge in private lessons and in ghostwriting famous people’s biographies. Luca is one of his students, a restless, rebellious 15-year-old who can’t stand rules but who is full of life, who has grown up without a father and in search of a guide. When Bruno discovers that Luca is his son, he wakes up from his hibernation, lighting a spark under his usual apathy.

According to Francesco Bruni, the two protagonists, so far apart, will be forced into a cohabitation that will entail for each of them the acceptance of the other and a course of growth. And you, how do you define the relationship between Bruno and Luca?

Difficult, marked by skepticism and mistrust, but at the same time capable of turning into mutual care: both for the adult going through a crisis, without professional or sentimental points of reference, and for the youth, who has never had any points of reference at all. Bruno will try to help Luca out of the trouble he gets into, and will challenge him, to make him rediscover pride and certainty. In the film there is the fatherhood problem we are all familiar with to varying extents, even late fathers like myself: after all, living with “sciallanza” consists of a serenity and a relaxed attitude that is achieved with living, a goal.

What relationship did you come to create with Francesco Bruni?

We had never worked together directly, but I had had roles in films scripted by him, like Mimmo Calopresti’s La parola amore esiste. We’ve known each other for over 20 years, since he arrived in Rome from Livorno as a kid to take the screenwriting courses at the Center for Experimental Cinematography. Even if later life led us to lose sight of one another and see each other less often, there has always been a long-standing friendship and complicity which, transferred to our work, means that the little paper words become human, the wealth of a person. This doesn’t necessarily always happen; indeed, we have proof that it is never a matter of performing the task by transcribing the script in images, but if anything, of using it as an outline to develop it and broaden it as much as possible with life.

Was the comedy tone chosen for this story important?

Very much so. As a screenwriter, Bruni has his own very personal writing style which perhaps becomes diluted by the various personalities of the different directors he writes for (Paolo Virzì, Mimmo Calopresti, Alberto Sironi): but when he writes for himself, that tone is accentuated and becomes his and only his. I think “Scialla!” has its strong point in a light, intimate humor, and that it is a comedy that doesn’t live so much on quips and gags as on situations. I would call it a “bittersweet” comedy if I didn’t fear that the “bitter” part might be misinterpreted as “dramatic”, even if there is drama: drama meant as the difficulties in assuming responsibility for a person for your whole life. The fact that Francesco and I are on the same wavelength in this case perhaps arose also thanks to the passion we share for that aspect of funny comedy that I don’t come across every day: almost always I am called upon to lighten up a “heaviness”, a dramatic quality that would seem excessive. So on this aspect of my work, I believe I am still on the credit side, the exact opposite of a comic actor who, instead, would like to act in a dramatic role. No one likes to be “boxed” into a stereotype, and a so-called “serious” actor is always happy to tackle a lighter role, just as our great fathers did, from Tognazzi to Sordi, to Mastroianni, and so on.

And how did you get along with Barbora Bobulova?

Actors enjoy tacking challenges different from those to which they are accustomed. Normally we are asked to repeat the usual clichés endlessly, but it is much more stimulating to take on new challenges. I only knew Barbora as a spectator, and thought very highly of her, but I had never worked with her. It was a great pleasure to be able to do so, and a wonderful and natural feeling came to exist between us which, I believe, can be seen with a certain evidence when we are in the scene.

INTERVIEW WITH BARBORA BOBULOVA

What made you realize that this film could be a stimulating opportunity for you?

I just happened to find the “Scialla!” script at home because my husband is the first assistant director of the film and he had it. I read it secretly out of curiosity, and immediately fell in love with both the story and the Tina character. So I asked Francesco Bruni to meet me also, together with the various other actresses seeking to win the part. Francesco agreed with a certain curiosity, and after the audition he, too, was – luckily - enthusiastic. I, too, am prey to numerous prejudices and I confess that in the beginning, when I found out what Tina’s profession was, I had no interest in aspiring to this role. But then, reading the script, I discovered a beautiful story and a character who, in spite of all appearances, was unconventional and free of clichés, and who proved to be one of the most wonderful I have played up to now.

What did you like best about Tina?

Above all the fact that she had a personal story that could be something tragic for her, but with which she managed to cope with iron and disenchantment. The metaphor she uses to tell about herself is: “I entered the sewers holding my nose, and I emerged with a treasure”. She is a character I like very much; I had a great deal of fun working on making her natural and with the diverse range of colors she carries with her: along side a certain vulgarity, she is also capable of revealing an underlying tenderness and a particular philosophy of life that will raise doubts in the teacher and help him to loosen some knots.

What relationship comes to be created between you and the protagonist, who ekes out a living as a ghostwriter di celebrities and is hired to write his own biography under a pseudonym? 

Bruno is a frustrated intellectual, an indecisive person, incapable of managing practical life and eternally in search of something. On the other hand, Tina, although she has had a rather absurd life, has built herself a much more stable and concrete existence. Thanks to her strength and liveliness, she has managed to find a place where she is happy. Thanks to her free, down-to-earth, and disenchanted way of being, and comparing herself with him on their respective experiences, such as having children of the same age, she will manage to arouse him from a certain torpor and bring him to doubt himself, leading him to reflect on his entire existence.
What was it like to work with Francesco Bruni?

Francesco didn’t seem like a debuting director; I never had that feeling. He proved to be a sweet, tender person with us actors, and I liked the relationship he established immediately with the whole crew. We were like a family in a relaxed, fun atmosphere.

Did you add anything to the script?

Everything was already well defined, but we worked at length on the right “look” for Tina. We wanted to avoid clichés, and so we spent a great deal of time for researching makeup and hair styles. At first, when I saw myself in the mirror, I was somewhat disconcerted because I felt like another person, but when you tackle a well-written script, it is a pleasure to do it, and everything becomes easier. Then, when Francesco asked me if I felt up to playing the piano in a sequence, I felt particularly put to task: I hadn’t played since I was a little girl! For that scene I studied a great deal and the character acquired an extra touch: when the protagonist enters the home of this porn film producer, no one expects to find a lady concentrating on playing Chopin on the piano.

How did you get along with Fabrizio Bentivoglio?

He’s a great professional, one who listens to you, he looks at you on the set and searches for the best way to relate to the others. We didn’t know each other, and we’re both very reserved, but I prefer people like that over intrusive ones. We both kept somewhat aloof, but when we were on the set, we really came together and a real, deep communication was created.

In your opinion, what are Bentivoglio’s most typical characteristics?

He’s a much less “Italian” actor than many others, who are exaggeratedly extroverted. He seems to do little or nothing on the set, because he has a dry, but very effective, acting style; he has an interior strength that he communicates and which is felt. I like those who act this way very much; I come from the Slovenian acting school, which is based more on this type of work than on the tendency to externalize everything.
Was it important to maintain a tone of constant levity on the set?

Yes! It’s not a dramatic film, but it deals with important topics. Let’s say it’s a "tragicomedy”, in my opinion the best kind of comedy: it makes you laugh, but also to reflect, after a long time. It speaks of important topics such as generational ones, the relationship between parents and children, women’s lives, the female condition… all topics to be dealt with, in theory, only in a dramatic manner. In my opinion, in our film everything is said, but in an ironic vein.

Do you feel at ease with comedy, in general?

I feel more “at home” in dramatic films; I tried to lighten the characters I played in two recent comedies – Paolo Genovese’s “Immaturi” and Sergio Castellitto’s “La bellezza del somaro” – but my training and my roots are different. When I tackle a comedy, I have more difficulty believing in the situations, but if it is written well, I easily feel at ease, perhaps also because it is more difficult to do light roles than dramatic ones… I really admire the great comedians who manage to make people laugh.

FRANCESCO BRUNI

(Director)
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J. Gombar


Fernando Krapp mi scrisse una lettera 
J. Gombar

1992 
Romeo e Giulietta 
R. Polak

VINICIO MARCHIONI

(Poet)

CINEMA

2011 
Scialla! 
Francesco Bruni

2010 
20 sigarette 
Amedeo Amadei

2009 
Sulla strada di casa 
Emiliano Corapi


Feisbum! – ep. Questo è il problema 
Giancarlo Rolandi

TELEVISION

2010 
Romanzo Criminale 2 
Stefano Sollima

2009 
Crimini - Operazione Luce del Nord 
Stefano Sollima

2008 
Romanzo Criminale 
Stefano Sollima

2006 
Papa Luciani 
Giorgio Capitani

2005 
R.I.S. 
Alexis Sweet

THEATRE
2009-10
La più lunga ora - Ricordi di Dino Campana Vinicio Marchioni

2009 
Incendi 
Stefano Ricci

2008 
Nel bosco degli spiriti 
Luca Ronconi

2007 
Nord 
Roberto Latini


Odissea, doppio ritorno 
Luca Ronconi

2006 
Sogno di una notte di mezza estate 
Giuseppe Marini

Kouros 
Giuseppe Marini

2005 
Antigone 
Giuseppe Marini

2004-6
Kouros 
Giuseppe Marini


Sogno di una notte di mezza estate 
Giuseppe Marini

2003 
Tiny Dynamite 
Giuseppe Marini


Una casa di bambola 
Giuseppe Marini

2002 
Una casa di bambola 
Giuseppe Marini


Il figliastro 
Giuseppe Marini

2001 
Quadrat 
Giuseppe Marini

2000 
Ippolito 
Giuseppe Marini


Plauto 
Nicasio Anzelmo

1999 
Sei personaggi in cerca d'autore 
Giuseppe Marini


Quadrat 
Giuseppe Marini

1998 
Le Coefore 
Giuseppe Marini

IBC MOVIE

(Productions)

2011 
Scialla! 
Francesco Bruni


Il giorno in più 
Massimo Venier

2010 
Figli delle Stelle 
Lucio Pellegrini

2009 
Matrimoni e altri disastri 
Nina Di Majo

2008 
Non pensarci 
Gianni Zanasi


Nessuna qualità agli eroi 
Paolo Franchi

2007 
Il 7 e l’8 
G.B. Avellino

2006 
Uno su Due 
Eugenio Cappuccio

2004 
Se devo essere sincera 
Davide Ferrario

2002 
Come se fosse amore 
Roberto Burchielli

2001 
Ravanello Pallido 
Giovanni Costantino


Paz! 
Renato De Maria

2000 
Tandem 
Lucio Pellegrini

1999 
E allora Mambo! 
Lucio Pellegrini
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