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SYNOPSIS

“In order to withstand the contempt of those days, | often imagi-
ned that the village was a glittering stage. And now | want to return
to the village.” Janine has made up her mind. Together with her as-
thmatic partner, she’s turning her back on Berlin. Yet in the lifeless
village streets, her queer appearance doesn’t just awaken positive
associations. Processing his own provincial past, Jan Eilhardt weaves
a selection of private videoclips and photos into his film which reveal
that Janine has been accompanying him for many years. They also
show his memories of his mother Brigitte, who realised that growing
up in a village formed an important test: rural stigmatisation as a sort
of German Little Rock. It's a path that still lies in front of neighbour
Peter, who lives with his overwhelmed mother and his brother Enri-
co. Janine's arrival stokes his yearnings, but also implies coming out
and all the fears that entails. Eilhardt translates the encounter into a
campy, eroticising and often dramatic 360-degree view of a hostile
milieu. Confronting old wounds, Janine subverts this milieu with la-
sciviousness, music and the confidence of someone who's never had
anything to prove to themselves. (Carolin Weidner)
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“In order to withstand the contempt of those days,
| often imagined that the village was a glittering stage.

And now | want to return to the village.”
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DIRECTOR'S
STATEMENT

JAN TALKS ABOUT THE WOUNDS
LEFT BY THE VILLAGE

THE BEDROOM STUDIO
AS A SAFE SPACE

JANINE MOVES TO THE COUNTRY is the first part of a trilogy,
a sequel. | began the project while taking care of my deathly ill
mother. In her final weeks, she talked about her experiences of violence
as a woman. And she made it clear to me that there is a connection
between her female biography and my queer history.

Reflecting on a transgenerational level about experiences of violence
was a new facet and created an almost uncanny abyss. | grew up in a
village. As | kid, | had already started cross-dressing and calling myself
Janine. When | was around twelve years old and it became dangerous
to run around the village streets in girls’ clothing, my mother bought
me a video camera. The activity now took place in my bedroom, re-
modelled as a studio, and were reflected in many, many recordings.
When | turned fifteen, my mother regularly allowed me to go to the
closest small city on weekends. There was a queer scene there and
| met Nadja, who saw herself as a young man and went around as
a dandy. We moved freely through the city. By the age of nineteen,
| left the village and moved to a big city.

After my mother’s death, | made regular trips back to my hometown.
The village left wounds not only in her, but also in me. To create reso-
nances between these wounds and my own memories and repeated
encounters with old and new residents of the village via my mother’s
stories was an occasion to enter the village again as Janine — and, this
time, very openly armed with my camera.

Jan Eilhardt
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JANINE

JANINE LEAR

Janine Lear’s performances began at the age of five in various family
members’ living rooms. Supported by her rebellious mother, she
used song and dance to break out of the confines of her familial and
social surroundings. When she was 12, she got her own camera, in
front of which she and several villagers performed. Since then Janine
has strutted the stage of everyday life and appeared in films of her

own. She has also recently appeared in projects and films by other
directors, such as Khavn de la Cruz’s Berliner Schule alongside Lilith
Stangenberg.




PETER

MAXIMILIAN BRAUER

Born in East Berlin, Maximilian Brauer is an actor and independent
magician. He has performed at theaters such as the Volksbiihne am
Rosa-Luxemburg-Platz and the Volkstheater Wien. He has worked
with Sebastian Baumgarten, Frank Castorf, Ragnar Kjartansson, René
Pollesch, Jonathan Meese, CHEAP and Zeitkratzer, among others. He
works closely with the artist duo Vegard Vinge and Ida Miiller and the

visual artist and filmmaker Ulu Braun.




ENRICO

(PETER'S BROTHER)

ADRIAN WENZEL

After attending the Schule am Martinshof, Adrian Wenzel began his
professional career in the kitchen. He then moved to the Bremer
Lebensgemeinschaft in the housekeeping department. After several
internships, he joined tanzbar_bremen in December 2019 and decided
to pursue a career as a dancer, performer and teaching assistant.
Ballroombusters, Zwou, Recycle, Undressed and InZwischen are just

some of the productions in which Adrian has appeared as a dancer.
He is currently rehearsing for the children’s play Drinnen und DraufBen
at the Junges Theater Bremen, which premieres in March.




KATHI

(PETER'S MOTHER)

KATHRIN ANGERER

received her first engagement at the Volksbihne Berlin in 1993.
She performed numerous roles under the direction of Frank Castorf
and made a pivotal contribution to shaping this era of the theater.
In 2000, she was awarded the Alfred Kerr Prize for her role in Frank
Castorf's Damonen. She has also worked with directors such as Lean-
der HauBmann, Luc Bondy, Jonathan Meese, Ragna Kjartansson and

René Pollesch. Since 1996, Kathrin Angerer has also appeared regularly
in cinema and TV productions, including films by Christian Petzold,
Dominik Graf, Helke Misselwitz, Isabel Kleefeld, André Erkau,
Wolfgang Murnberger and Andreas Dresen (Gundermann). She can
currently be seen in season one of Kleo by Vivianne Andereggen,
Nackt liber Berlin by Axel Ranisch and Where’s Wanda? by Christian
Ditter and Tobi Baumann.




PIERRE

(JANINE'S PARTNER)

PIERRE EMO

Originally from France, Pierre Emo lives in Berlin. He works in film,
theater, performance and modeling. On stage, he is part of the
immersive theater group Nilsson Eicke, appearing in plays such as
Decameron or The Valkyrie. His cinema appearances have included
Yann Gonzalez' Knife+Heart and, most recently, Endless by Wojciech
Pus, which premiered at the International Film Festival Rotterdam

2025. This season, Pierre is on stage at the Deutsche Oper Berlin in
Macbeth, directed by Marie-Eve Signeyrole.




SUSANNE
STAHLBRECHER
(A Neighbor)

SUSANNE BREDEHOFT

is a well-known theater performer, having appeared in productions
going back to the early 1980s. From 2003 to 2013, she was a mem-
ber of the Theater Bonn ensemble. Since then, she has appeared
at numerous German theaters, including the Volksbiihne am Rosa-
Luxemburg-Platz. In addition to her stage work, Susanne has appea-
red in a number of legendary film productions, including Christoph

Schlingensief’'s Mutters Maske, Das deutsche Kettensdgenmassaker,
Terror 2000 and, alongside Udo Kier, Tod eines Weltstars, as well as
Helge Schneider’s Jazzclub: Der friihe Vogel fangt den Wurm and
Isabelle Stever’s Grand Jeté.




DANIEL KRAUSE

(A Friend of Kathi’s)

DANIEL ZILLMANN

was born in Berlin. He is an actor, dubbing artist, musician and colum-
nist. He made his film debut in 2004 in Leander HauBmann’s NVA.
Further roles in TV and cinema productions such as Die Kénguru-
Chroniken, Andere Eltern, Ich dich auch! and Léwenzahn followed.
In 2014, Frank Castorf brought him to the Volksbihne Berlin, where
he appeared in Baumeister Solness, The Brothers Karamazov and Die

Kabale der Scheinheiligen. Daniel Zillmann has been writing his own
column My Fabulous Life as a Fat Actor for Curvy Magazine since 2019.
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SIEGLINDE

(Landlady to Kathi,
Peter and Enrico)

DOROTHEA HOLZBERGER

was born in Scharzfeld am Harz, in the area where Janine Moves
to the Country is set. In 1967 she trained as a nurse, working in
that profession until her retirement in 2010. In 1995 she made
her cinema debut in Jan Eilhardt’s Tertiar. Since then, she has
repeatedly appeared in Jan’s films, gracing them with her
authentic presence.




JANINES MUTTER
BRIGITTE

Voice (Janine’s
Mother Brigitte)

BEATRICE CORDUA

Born in Hamburg, Beatrice Cordua danced the role of the victim
in John Neumeier’s 1972 production of Stravinsky’s Le Sacre. She
remained one of the lead soloists in his ensemble for many years.
At the same time she made several experimental films with Stephen
Dwoskin, including Trixie. She also had an intensive working relation-
ship with her life partner, artist and filmmaker Ludwig Schénherr, until

his death, as well as with her friend Jack Smith. At the beginning of
the nineties, Trixie again became lead soloist, this time at the Berlin
Volksbiihne, where she worked with Johann Kresnik and produced
plays of her own, often at Dock 11 or Kampnagel. Now at the age
at over eighty, she is a member of the group led by choreographer
Florentina Holzinger.




DIRECTOR
JAN EILHARDT

studied film and performance at the HfbK Hamburg
(with Marina Abramovié, among others) and assisted
Heiner Mdiller at the Berliner Ensemble. Jan's feature
films, short films and experimental projects have been
screened at international film festivals, in cinema
programs and in museum and gallery contexts. His
debut feature film The Court of Shards premiered at
the Slamdance Filmfest in Park City in 2013. His 2022
film Sanaa, Seductress of Strangers, a queer-activist
Super 8 short film, screened successfully at internatio-
nal festivals and won numerous awards.

EXECUTIVE PRODUCER
SANTIAGO GOMEZ ROJAS

was born in Medellin. From 1999 to 2002, he studied
film directing at the I.E.S. Néstor Almendros in Seville
and assisted Alberto Rodriguez on films such as El
Traje and 7 Virgenes. In 2003, Santiago came to
Hamburg as part of the European Voluntary Service to
work in a home for disabled people. There he made his
2005 documentary film Barrieren EinreiBen — Breaking
Barriers, which was funded by the EU Commission.

He founded the Spanish Film Festival Berlin, which he
also directed from 2012 to 2016.

COSTUME DESIGNER
JOHANNA MEYER

works as a set and costume designer for theater,
opera and film. After studying at the Kunstakademie
Disseldorf, she worked at the Berliner Ensemble.
Various projects have taken her to the Young Vic
Theatre London, the Edinburgh International Festival
and the Bayreuth Festival, among others. Since 2020,
she has also been working in film. She works closely
with Jan Eilhardt. She realized further costume designs
with Bertrand Mandico for the short film Les lunes
améres (The Bitter Moons), among others.

SET DESIGNER
SHEL YAN

has been working as a director, set designer and
scenographer since 2019. In 2021 she was the set
designer in the film M-A-C-H-T by Anne Berrini and

in 2022 the set designer for Janine Moves to the
Country by Jan Eilhardt. In 2023 Shel staged the play
Verspiegelung at Staatsschauspiel Dresden. In 2023,
her performative installation Lucid Dream was invited
to the festivals Neukdlln 48 Stunden and HundertPro.
In 2024 she made the short film Kayak.
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CAMERA
IRENE CRUZ

was born in Madrid. She began her career as a

video artist in contemporary art and switched to film
in 2016. Her first feature film, Diana (directed by

Alejo Moreno), premiered at the Malaga Film Festival
in 2018, where she was also selected for the Mélaga
Talents program. This was followed by the documenta-
ries Proven Facts and Mago (directed by Tirso Calero).
She was also one of the camerawomen on the series
Planet Sex, hosted by Cara Delevingne and produced
by Erika Lust.

COMPOSITION / HARPSICHORD
PETER UEHLING

was born in Berlin and studied school music, church
music and musicology. He works as a church musician
in Zehlendorf and as a writer for the Berliner Zeitung,
Opernwelt and radio3. With his ensemble Wunderkam-
mer, he received an Opus Klassik for best choral recor-
ding (St. John Passion). His version of Bach’s unfinished
St. Mark Passion has been released on CD with Lars
Eidinger as narrator. He has composed new music for
historical instruments and early music for choirs.

COMPOSITION / PIANO / SYNTHESIZER
ULF WREDE

was born in Potsdam and studied jazz piano at the
Hanns Eisler Academy for Music from 1985 to 1990.
He played in various bands such as Fett, Teurer denn
je, La Dolce Vita (together with Max Goldt) and Brut.
Since 1991 he and Else Gabriel have collaborated
artistically under the name (e.) Twin Gabriel. Together
they have shown their work in international exhibition
spaces and museums of contemporary art.

SONGWRITER
SANAA SCHLAEGER

was born in Hamburg. She is a lyricist, poet, thinker,
and editor. She has worked as a city guide and also
tried her hand at acting. She is also no stranger in the
Berlin underground noise rock scene, appearing as a
drummer and, more recently, as a singer.
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‘I wanted to bring
some dynamic into people’s thinking,

into hardened fronts.’

JAN EILHARDT TALKS TO IRINA BONDAS AND BARBARA WURM ABOUT ART AS A
PROTECTED PLAY SPACE, THE FILM'S AUTOBIOGRAPHICAL CONTEXT, AND VILLAGE
LIFE THEN AND NOW

BARBARA WURM: So wonderful to have you in our Forum selection,
Jan! How long have you been carrying this film with you?

JAN EILHARDT: | started writing the film in 2020, in the first Corona
year. In that year of Corona, nothing was possible. Then Max Brau-
er, the second lead actor, who plays Peter, asked me why we don’t
do something small. The whole time, | was preoccupied by footage
of my mother, whom | had cared for until her death. Before Covid
started, | kept going back to the village where | grew up in order to
do research. And JANINE MOVES TO THE COUNTRY developed
out of my impressions there. In 2021, | applied for funding from
Nordmedia in order to make the project. No big subsidy, as you
can see. The film was shot with meagre means.

Bw: Your film is partly autobiographical or auto-fictional. When were
the videos of young Janine made?

JE: The footage from my childhood and adolescence were made
approximately between 1984 and 1987. | grew up in a village and
started running around as Janine at the age of 12 or 11. At some
point, my mother realised that this was dangerous and bought me
a video camera, so | could perform at home and be Janine there. |
ran around on the streets with nail polish or dyed hair, but not ‘ent-
irely’ as Janine. That was pretty dangerous. These video recordings
saved me in a way.

IRINA BONDAS: So the documentary footage comes from you, from
your persona, Janine. But there is also the Janine in the movie.
Who is this Janine? And how was she created? Where does she
come from?

JE: | think Janine has been around since | was five. There is also a
photo of this in the film. At some point, | named myself Janine. That
was my persona. That was me. | started dressing up as Janine and
running around like that. My parents let me go on holiday with them
as Janine, so, allowing me to completely live that out, and that's the
origin. When it became too dangerous in the village, when | was 15,
| was allowed to go to Goéttingen often on weekends. There was a
queer scene there. It was really great. | could just be Janine there, a
gender-fluid person. Sometimes there was more Janine in me, some-
times less. Sometimes more visible, sometimes less visible.

Bw: Did the fact that you had already started filming yourself early on
help in making a film as a director while also spending most of the
time in front of the camera?

JE: Yes, of course. | accumulated experiences with the camera very
early on. It's a mix of things too. At eleven or twelve, | started doing
ballet. Then in my room there was a kind of small stage where | would
put on shows with other ballet students, which were recorded on vi-
deo or translated to film. The idea of making films was present very
early, and | was always more or less in the films myself.

When | started going to the village more often and at some point
had the idea that | wanted to make a film there, it quickly became
clear to me that it would not be a film about a lack of prospects
or pitiable people.

Bw: With the neighbours’ house in the film, did you introduce a new
family, new characters? Are they fictional or based on people you met?

JE: They are. When | started going to the village more often and at
some point had the idea that | wanted to make a film there, it qui-
ckly became clear to me that it would not be a film about a lack of
prospects or pitiable people. | know the people and met them again
while doing the research. Part of the cast are non-professionals and |
partly had role models for the actors embodying the village residents.
The only character who is a little bit more fictional is Enrico. There is

a real Enrico, who is from Berlin. | shot another film with him. But he
couldn’t do this one for health reasons. That's why we cast Adrian
Wenzel in this fictional role. But Sieglinde, for instance, is really from
the village. I'd already shot with her when | was studying at art school.

Bw: Can you talk a bit about your background? Your film studies and
your community, and how you situate yourself here, in film terms as
well?

JE: | studied at the HfbK art school in Hamburg. At the time, Marina
Abramovi¢ was there. That somehow made sense. My background
is in performance and | felt myself absolutely at home there. At that
time, there were almost only men at the HfbK. Coming from the
countryside to art school, | felt that a certain queerphobic and, in
any case, very masculine atmosphere dominated. And then Marina
was there and that was really great. But she left and | switched to a
film class. | did a collaboration with another artist and she said: You
were always making films before, you should make films again. So
| spent the rest of my studies with films. Then | came to Berlin and
have been making films ever since. In different contexts. Small films,
activist films, a few films with people with handicaps. Very different,
in different communities. In terms of budget, JANINE MOVES TO
THE COUNTRY is my biggest project yet.

B2 When we were discussing the movie, we kept thinking of com-
parisons but at the same time we kept emphasising how the style is
so idiosyncratic. Names like Fassbinder and Miller, with whom you
worked, came up, or Schlingensief. Your film is related to certain tra-
ditions. Where would you situate it? Is one of your methods to draw,
so to speak, on the box of tricks of filmmakers and theatre-makers?

JE: I'm of course not free from influences. While | was writing the film,
| re-watched TEOREMA for the first time in a long time. | don't know
if that influenced me, but of course it's interesting that there is a
character who shows up in a situation and wreaks havoc. Yes, there’s
Fassbinder, the German cosmos. But we are nevertheless in another
era. That's why it is also far away from Fassbinder. Recently, some-
body said the film reminded them of Chantal Akerman. She acted in
her own films, too, at least in the early ones. | hadn’t thought of that
at all, but | was actually watching her films a lot at the time. Perhaps
a very unconscious influence.



BW: You said you're from a village in Lower Saxony. The city left behind
in the film is Berlin — that's why | was initially thinking of Brandenburg.
s the precise location, local or regional, important?

JE: In fact, | wanted to show an abstract village. Although architec-
tonically, there is a certain sense of recognition with the Harz region.
When | started travelling for research purposes to the surrounding
villages after my mother’s death, not only was the country/city divide
noticeable. After 15, 20 years, it was crazy how everything had chan-
ged. There are no more winter sports in winter because it doesn’t
snow. And in summer, you hike through apocalyptic landscapes. That
is very specific to the Harz - dried spruce forests attacked by bark
beetles. Friends said: In fact, we now need a firefighting helicopter
because the risk of forest fires is so big. There is a lot less tourism.
The houses are falling apart and people vote differently.

The situation has simply become extremer. In the village where |
grew up, it used to be possible to live with that. | doubt that is
still possible.

BwW: Do you view your film as political? Is it tailored to current events
too? It is set in the present.

JE: | would say the film is political. For instance, what | didn’t know: In
the village where | grew up, some of the houses were taken over by
members of the Reichsblirger movement. When | was growing up there,
there was some violence and, as a queer person, | was excluded, but
somehow | was still accepted as a foreign body or | was nevertheless
part of the village. With the thought that Reichsbirger live in the village,
| don’t think my mother would today encourage me to grow up queer
in that way, as she did. And | also don’t think that, as a private citizen,
| would move there now. It's different than it used to be.

BW: Worse?

JE: The situation has simply become extremer. Sure, there are a lot of
villages close to cities and people who are well-off live there. It would
be no problem there. But there are villages where it is extreme. In
the village where | grew up, it used to be possible to live with that. |
doubt that is still possible.

Bw: A hard observation. | wouldn’t have thought so.

JE: Of course, | can't speak for every village, but during the shoot,
| had some very borderline experiences, even though | had the film
crew kind of shielding me. When | made the videos as a kid, the
films were like a weapon to survive in this small cosmos.

IB: You just mentioned how you came from the country to the city. In
the film, Janine moves from the city to the country. It's very noticea-
ble that Janine in fact belongs in a big city. And we can somewhat
imagine how it must have been or how it is. At the same time, the film
still shows something different, and precisely not a hopeful image.
None of the protagonists is portrayed derogatively. In a way, it comes
across as more bearable than in reality.

JE: | absolutely wanted the village residents not to be stereotypes, but
complex, to have their own stories, for them to be broken and partly
ironic. For people to have a certain empathy towards them. For me
as Janine, this meant taking a step back, being more of a projection
surface. Perhaps in that way a little more vulnerable. It isn't that they
are nice to Janine, but still, they have a certain humanity, even if it
ends with a kind of witch burning.

1B: It's remarkable that the people are not necessarily nice to Janine,
but Janine — or you - is nice to the people, making this openness
still present. Is this also for you an approach for healing or a kind of
closeness or overcoming, artistically as well?

JE: When | made the videos as a kid, the films were like a weapon to
survive in this small cosmos. Now | come back as a person who ma-
kes films, with a film crew, so with a certain protection and power. As
a private person, | would not get involved in some of the situations
which are shown. However, in the fiction, | can allow Janine to act
fragile or nice. | wanted to bring some dynamic into people’s thinking,
into hardened fronts.

1B: Art as protection too?
JE: Perhaps. As protection and a possibility to open up something in
my head. The dramatic structure is playful/experimental or conceptual

and | test out possibilities with it.

Bw: Can you talk a bit about these gimmicks, namely the split screens?

JE: | use split screen once with the footage from the 1980s, placing
what is happening in the childhood and adolescent bedroom next to
the outside reality of the village. And then | place Janine and Peter
side-by-side many times, how they think about each other.

There was room for experimentation. | did not want to serve a
pseudo-realism at all. That’s why | ended up deciding to dare more
extreme things, musically too.

BW: | was fascinated by your film’s camp aesthetics, the awkward,
direct representation of love, of sex. Nevertheless, there is this com-
munity, which is like a common denominator, a mutual collection of
transgressions. Nothing is simply ‘too much’, there is a framework
for what is socially negotiable. This earns the film a lot of depth and
believability. Did you discuss these relatively extreme decisions with
other people too? The film somehow radiates togetherness.

JE: When | was ready with the concept, | gave it to the people who
I'd first gotten onboard. We went to Brandenburg and did a small
test shoot. Then another Corona phase came, in which | wrote the
script. Later, on set, non-professional actors from the village joined
the professional actors. | didn’t say to anyone: We need to do this
and this in this way now. Meaning, directing in a hierarchical manner.
Part of the temporal possibilities meant there was room for experi-
mentation. | did not want so serve a pseudo-realism at all. That's why
| ended up deciding to dare more extreme things, musically too. The
music is very, very important to the film.

1B: The music is a strong element. It gives a freedom to the whole
thing and shapes it too. And it also influences the acting and the ot-
her way around. That's why I'd like to ask how you came up with the
individual tracks and the decisions of where to place them?

JE: Since I'd done the test in Brandenburg, there was already foo-
tage. | started experimenting with it. | quickly got the idea of using
harpsichord and | noticed that an abstract level arose between music
and image. It's not like in Pasolini, where a liturgical or sacred level
comes in, but rather a camp level is created. After the shoot, | hired
harpsichordist Peter Uehling, who was careful about which music he
would use. For the scene in which Peter stands naked at the window, |
looked for temp tracks. Then the harpsichordist reacted to it with the
other pieces. Furthermore, there was the idea of using the mother’s



voice, spoken by Beatrice Cordula, and she sings at the same time
too. This gives it something musical-like. We tried it out with Sanaa
Schlaeger and Ulf Wrede and | found it very special because it enters
into Janine's head and past, and consequently made things possible
in the editing that would not otherwise have existed.

1B: The figure of the mother, the voice in Janine’s head at the begin-
ning is important for the film. At the same time, it is completely in the
background. And yet, it also seems to be a film about her or for her?

JE: In a way, Janine is a very privileged character. We don’t learn an-
ything about Janine’s financial situation — apparently the partner has
money, but we never really know if Janine has money. She may just
as well be a poor artist. But that isn’t the point at all. She’s privileged
because her mother really supported her as a queer person. Then
she meets Peter, who lives in the village, in whose life the mother fi-
gure is also important. But his mother doesn’t support his queer life.
| contrast two queer characters who are both from the village. They
are different ages, but they both have a past in the village, maybe a
past with violence. It remains open if Peter has already lived as queer.
It isn't a coming out story. But both characters are shaped by their
relationship to their mother.

BW: A small question to wrap things up. For me, it is also a film about
sexual liberation. Would you agree?

JE: It depends, for whom (laughs). But yes, you could say that. About
sexual possibilities in any case.

BW: | had the feeling that this attraction is transferred. In fact, Janine
feels it for everyone, even for those whom she finds repulsive. That
is, this person’s quality, the openness and the courage and everything
she embodies. She even infects the straight people, who relax a little
too... For me, this is also a kind of post-modern film about sexual
liberation as a political statement.

JE: Absolutely. As sexual possibility or utopia, absolutely. I'm curious
to see how many contradictions the film generates, for queer people
too. Because there is something controversial about the character as
well. At least, that has always been the question for me, what fragility
does she show? As a queer person, | like to see myself as entirely

self-defined. But in this context, Janine is not always self-defined, but
instead lets herself be defined by the village, partially, because she
opens up to her past.

https://www.arsenal-berlin.de/forum-forum-expanded/programm-
forum/hauptprogramm-2025/janine-zieht-aufs-land/interview/
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JAN EILHARDT
THE VILLAGE TODAY:

Either they turn these places into Disney Land, or just write them off
entirely. The spot where I'd stare at a row of fruit trees is now a void
crowded with wind turbines. Obviously no one wants to live in this
village any more, apart from a few Reichsbiirger, that is.” The latter
have taken up residence in a small housing development just behind
the sign at the approach to the village, where they’re quite likely co-
oking up shrewd plans to make a proper example of the city slickers
by seizing the turbines and choking off the energy supply. Somehow
they’'ve managed to acquire several of the houses and are now in-
doctrinating their children. That’s at least what people say, although |
only hear about it after the shoot. Nonetheless, even during location
scouting there’s a belligerent energy in the air. Barely a moment after
we first set foot in one of the villages, two of my team-members and
| are stopped and surrounded. Having taken a couple of photos, we
are now questioned. They let us go after | say that | come from a villa-
ge nearby. When | tell them which one, the woman doing the talking
tells me that she also used to live there and doesn’t know me, but
that anyway, it's one of the most dreadful villages for miles around.

José Esteban Muioz gives such a beatific description of the impe-
rative to engage in a magical re-appropriation — as opposed to disa-
vowal or an ironic undercutting — of hostile representations, of one’s
own origin story with all of its wounds. He calls this re-appropriation
disidentification - life-saving disidentification. Driven by necessity, the
body gives a positive inflection to the toxic representations that are
continuously being inscribed in us. With my mother’s ruby red polish
on my nails, | often took a secret path through raspberry bushes that
belonged to a neighbor. Perhaps my route was cowardly, but it was
the quickest way to my grandma'’s place. A boy into whose embrace
| would otherwise gladly have fallen had a method of pushing his
well-chewed index finger deep into my nostril, and, with a sudden
jerk, generating an inundation of blood and snot that then flowed
deliciously over the traces of lipstick covering my mouth. Some days,
however, | chose non-violence, preferring to take the short-cut. It may
even have happened quite frequently.

Several days into the shoot: my friend Katja says no, it won't be
a problem. She would know, she lives in the area. We want to grab

some footage of the flames at the Paschal bonfire. In the middle of a
blazing hot sea, three drunk guys come up to us. These flames belong
to us, they say. They want money for letting us film the fire. With all
the hubris of my middle-class education, | say we're working on the
cheap, no budget. Apparently they've never heard such a bullshit
story in their lives. At this point, they take their obnoxiousness up
even a notch further, really starting to let it loose. Max shouts to me
that we have to get out of here. Max is usually tough, but now he’s
just shouting at me as | push my wig back into place.

Second block, and we're shooting in a village in Brandenburg, 50
kilometers past the Berlin airport: I'm standing on a small lawn in front
of the house. Beside a war memorial with a cross and an honor roll from
World War |. A young guy, presumably a local, crosses the grass and
rushes up to me. Suddenly he shouts right in my face that | ought to
wish him guten Tag. Our faces touch, or they almost do. The inhabitants
of villages closer to the city seem to have the feeling that they need to
shout louder in order to be heard. But he didn’t hit me, he lacked the
nerve. Through an open window you could hear hammering as the set
was being constructed.

Three months later: A re-shoot. I'm in the village again, the one |
grew up in. A freeway is visible in the distance where the old fences
stood along the GDR border. The pleasant clarity of a well-defined
end-point has been spoiled. We walk along the high street and set
the camera up directly in front of the bolted-shut door to the hair-
dressing salon. A few minutes later, a man in the upper story flips
open the window: “Aren’t you Jani ...??" The hairdresser’s son has
heard that I'm shooting a film. His father is long since dead. We chat
for a while, then three guys come along. They greet me and it’s clear
that they know me. They interrupt my conversation and introduce
themselves. Friends of my brother’s. He died in a car accident when
he was fifteen and | was ten. The day of his funeral was incredibly
hot, they say. The clarity of their memories and their familiarity touch
me. That day I'd lain in hospital, injured and comatose; | no longer
remember any of it. It dawns on me why I'm here: my story is bu-
ried here. | walk on a little. Across from the former supermarket,
| run into Bianca. She lives in an apartment above the supermarket,

which now stands empty. She’s the daughter of its former owner. She
immediately breaks out in a wicked smile and says: those were the
days, when you snuck into your grandmother’s wardrobe in the attic
and ran through the village in her old clothes.

| know what comes next: I'll be told to shut up and count myself
lucky that places where I'm safe actually exist. But of course who
gives a damn that my roots might have been torn out in the place |
come from. And that’s precisely why | decided to make this film about
those who have found the safe space they need — and prefer not to
look back — and those who can only stay where they are, like Peter
in the film. It's true that | moved away, but people like Peter do not
only belong to my past. As emotional and sexual counterparts, they
inhabit the ongoing reality of my life.

Even before there was a script, | did a test shoot with Max in a
village in Brandenburg. Later | juxtaposed the footage with a few
harpsichord pieces, such as Bach’s concerto no. 5 in F minor, and
was immediately persuaded by the result. Unlike with Pasolini, there
was nothing sacred or liturgical about it. Rather, the music exuded a
scent of camp. Charles Ludlam once defined camp as the outsider’s
gaze on things. Back then, | belonged to the village; when | finished
school | cleared out of there; and now I'm back. But what do | know
about those who live there now? The music functions as an attempt
to get closer, without wishing to speak for the characters. And sin-
ce I'm one of them, my hope would be that the images and sounds
generate a dynamic in which we move towards one another, breaking
through the deadlock.

For the last scene, in the wake of the clash between the insulted
and the humiliated, | simply let the dream come true: precisely now,
when solidarity seems the thing least likely to show up on the radar,
with everyone paralyzed in their separate protective silos, a fiercely
happy ending seemed right, an almost Zapatismic counter-impulse. So
the film ends without warning and in a completely unexpected way.

" Adherents of the Reichsbiirger movement maintain that the German Reich was never in fact abolished and that the Federal
Republic of Germany is illegitimate. Some Reichsblirger are aligned with far-right politics and some have been convicted
of offenses related to the possession and at times deadly use of firearms. — Tr.
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REVIEW: JANINE MOVES TO THE COUNTRY

BY OLIVIA POPP

20/02/2025 - BERLINALE 2025: JAN EILHARDT STAGES A
QUEER CONFRONTATION WITH SOMETIMES HOSTILE,
SOMETIMES FREEING ENCOUNTERS THAT EMERGE FROM
IGNORANT, INSULAR COMMUNITIES

Janine Lear in Janine Moves to the Country

“Back to the country, you like it risky / That spells violence, often
thick and fast,” goes a song in the world-premiering Berlinale Fo-
rum entry Janine Moves to the Country [+], suggesting the darker
themes lurking beneath its playful exterior. Written and directed by
Berlin-based experimental filmmaker Jan Eilhardt, Janine Moves
to the Country is branded as an autobiographically inspired work
— and it feels like a quintessential Berlinale Forum pick in a double
whammy of being tonally off-kilter and substantively metatextual.

With a coy smile and dark-auburn hair, Janine (Eilhardt, credited
in this role as Janine Lear) resolves to leave Berlin and move to the
countryside in light of her moustachioed partner Pierre’s (Pierre
Em&) asthma. The couple rents a home from a lady (Kathrin Ange-
rer) who lives next door with her two adult sons, Peter (Maximilian
Brauer) and Enrico (Adrian Wenzel), the latter of whom must be
cared for closely as he has an intellectual disability. Soon, Janine
learns that nearly everything and everyone in the village seems to
be hostile, except for Peter, who develops an odd fascination for
Janine, watching her through the window across the lawn. As Jani-
ne enters his life, she facilitates Peter’s growing curiosity while he
goes on his own journey of discovery, taking a brief tour into erotic
territory in the film's middle section.

While just over an hour long, this quietly radical, Berlin-ho-
megrown production comes together as larger than the sum of its
scrappy and low-budget parts, even if the work’s more artificial ele-
ments detract from its overall intent. With flatly lit indoor sets and
occasionally awkward staging, some scenes almost feel as if they
were drawn from reality television or sitcoms. However, DoP Irene
Cruz’'s camera feels fluid and intimately close at just the right mo-
ments. The sometimes cheeky, sometimes eerie, minor-keyed harp-
sichord score draws from famous Baroque- and Romantic-era piano
works (JS Bach, Camille Saint-Saéns), and frames the village as an
alienating place.

Combining fictional footage with archival video and photos, the
film unfolds as an exploration of queer, trans and gender non-con-
forming confrontations with past traumatic or antagonistic environ-
ments that hide something beneath the surface. Eilhardt frames
Janine as if she were reflecting on something beyond the story and
screen, including histories of queer shame while both in the closet
and out of it. The autobiographical element churns up more reflexi-
ve thoughts about the life of the flmmaker, who began dressing as
a woman and going by “Janine” during his teenage years. And with
Janine’s presence comes an even greater impact beyond just that
of exploration: the impact on Peter’s life, representing the import-
ance of exposure to, and engagement with, others outside of one’s
insular community.

Janine Moves to the Country is a German production by
Eilhardt Productions.

https://cineuropa.org/en/newsdetail/474140/

QUEER INFILTRATION
OF A HOSTILE MILIEU

One of the most interesting world
premieres at this year’s Berlinale is the
autobiographically inspired feature film
“Janine Moves to the Countryside”

by German director Jan Eilhardt.

We show the trailer!,

QUEER.DE, FEBRUARY 17, 2025
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In “Janine zieht aufs Land” (Forum), Jan
Eilhardt tells the semi-autobiographical story
of a queer couple in the province of Lower
Saxony with his own alter ego in the leading
role. In a DIY aesthetic somewhere between
Christoph Schlingensief and Rosa von
Praunheim (himself represented in Panorama
with “Satanic Sow"”), wit and seriousness come
together here in an anarchistic way.

FROM: NADINE LANGE, DIE QUEEREN FILME DER
BERLINALE 2025, TAGESSPIEGEL 13.02.2025

Visibly without money, but with a lot of lust and love and more
than a little help from Volksbihne friends, Jan Eilhardt sends a
trans-queer couple to the Harz village in JANINE ZIEHT AUFS
LAND. They experience their blue miracle (and Peter, who wants
to and can come out). Quirky indeed. But not without it.

(FORUM), EKKEHARD KNORER,
FEBRUARY 20, 2025, CARGO.DE
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