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LE FILS DE L'AUTRE

Een film van Lorraine Lévy

Emmanuelle Devos Pascal Elbé Jules Sitruk
Mehdi Dehbi Areen Omari Khalifa Natour

Speelduur: 105 min. —Land : Frankrijk - Jaar: 2012 - Genre: Drama
Format: Scope - Dolby SR

Net wanneer Joseph zijn dienstplicht bij het Israélische leger wil starten, ontdekt hij dat hij niet de
biologische zoon van zijn ouders is en dat hij bij zijn geboorte verwisseld werd met Yacine, kind van
een Palestijnse familie uit de Westelijke Jordaanoever. Deze onthulling verandert het leven van beide
families ingrijpend en dwingt hen hun eigen identiteit, waarden en overtuigingen vanuit een totaal
nieuw licht te bekijken.

Release datum: 12 juli 2012
Distributie: Cinéart

Meer informatie:

Publiciteit & Marketing: Cinéart
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CAST

Orith Emmanuelle Devos
Alon Pascal Elbé

Joseph Jules Sitruk

Yacine Mehdi Dehbi

Leila Areen Omari

Said Khalifa Natour

Bilal Mahmood Shalabi
Amina Diana Zriek

Keren Marie Wisselmann
David Bruno Podalydes

Le rabbin Ezra Dagan

Yona Tamar Shem Or

Ilan Tomer Ofner

Ethel Noa Manor

Lisa Shira Naor

CREW

Realisatie Lorraine Lévy
Scenario Nathalie Saugeon

Lorraine Lévy
Noam Fitoussi

Naar het idee van Noam Fitoussi

Producenten Virginie Lacombe (Rapsodie Production)
Raphaél Berdugo (Cité Films)

Co-producent Eric Amouyal

Productieleider Frederic Griinenwald

Uitvoerend producent (Israél) Itai Tamir (Laila Films)

1° uitvoerend assistente Sophie Davin
2° uitvoerend assistent Assaf Banit
3° uitvoerend assistent Roe Etinger
Script Isabelle Delacroix
Keren Sternfeld
Casting (France) Mickeél Laguens
Casting (Israél) Esther King
Casting (Palestine) Rozeen Bisharat
Locatiemanager Tony Copti
Cinematografie Emmanuel Soyer
Camera Pierre-Laurent Chenieux
Jean-Paul Bernard
Decor Miguel Markin
Eytan Levy
Kostuums (Israél) Rona Doron
Kostuums (France) Valérie Adda
Make-up Merav Bouchoucha Horovitz
Belichting Gal Altshuler
Fotograaf Amit Berlowitz
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Making of Louis Levy

Montage Sylvie Gadmer

Guillaume Bouchateau
Mixing Dominique Gaborieau
Muziek Dhafer Youssef
Muzikale begeleiding Varda Kakon

Een productie van :
Rapsodie Production en Cité Films.

In samenwerking met :
France 3, Cinéma, Madeleine Films, Solo Films.

Met medewerking van :
Orange Cinéma Séries, France Télévisions, Useful Production, Sofica Hoche Artois Images.
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OVER DE REGISSEUR (LORRAINE LEVY)

Lorraine Lévy is regisseur, auteur en scenarioschrijver voor zowel film als televisie.

FILM

2012 LE FILS DE L’AUTRE

2008 MES AMIS MES AMOURS

2005 LA PREMIERE FOIS QUE J’Al EU 20 ANS

TELEVISIE
2010 UN DIVORCE DE CHIEN ! - TF1

Formats:

Meer dan 30 fictieve scenario’s, uitgezonden op de Franse televisie, Canal+ en TF1, meest recente:
2009 DU SANG ET DE L'ENCRE (90 mn) - TF1

2008 CARTOUCHE, LE BRIGAND MAGNIFIQUE (2 x 100 mn) - France 2

2007 L’AFFAIRE SACHA GUITRY (90 mn) - France 3

2006 MA MEILLEURE AMIE (90 mn) - France 2

2005 LAGARDERE (2 x100 mn) - France 2 / Canal+

2003 LES FRANGINES (90 mn) - TF1

THEATER

Geschreven stukken:
1993 LE PARTAGE

1992 ZELDA

1988 FINIE LA COMEDIE

Geregisseerde stukken:

1994 LE PARTAGE van Lorraine Lévy

Oprichting van theater Marie Stuart, Paris / Festival d’Avignon
1992 ARCHITRUC van Robert Pinget

Théatre Arcane, Paris / Festival d’Avignon.

1990 PIEGE POUR UN SEUL HOMME van Robert Thomas
Théatre de la Main d’or, Paris.

1989 L’OURS ET UN JUBILE van Anton Tchekhov
Théatre Daniel Sorano, Vincennes.

1988  FINIE LA COMEDIE van Lorraine Lévy

Théatre Marie Stuart, Paris / Roseau Théétre, Paris
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INTERVIEW MET LORRAINE LEVY

How did the project for THE OTHER SON come into being?

Lorraine Lévy — One day Eric Amouyal, the associate of producer Virginie Lacombe, brought her a
synopsis written by Noam Fitoussi who’d had the great idea for these two children — one Israeli, the
other Palestinian — accidentally swapped at birth in the chaos during the bombardment of a
maternity ward. Since Noam isn’t a screenwriter, Virginie called on Nathalie Saugeon to write a first
draft of a screenplay with him. Once there was a version likely to interest both financiers and a
director, Virginie sent it to me. It’s the first time I've received a project through the mail that really
grabbed my attention. | immediately thought it was a story for me, because it relates directly to

my own obsessions: the place we occupy in our own lives and in those of others, the links with
childhood, parent-child relationships, and so on. From there, | worked with Virginie and Nathalie
Saugeon, and then on my own, to shape the screenplay into the film | wanted to make.

The family was an important element in your first two films, and it is also one of the central
themes in THE OTHER SON. Is that what attracted you to the project?

L.L. — The family is a microcosm in which lies the genesis of who we are. What does it mean to be a
child? What does it mean to be an adult? Can we decide to remain one, or become the other? | like
the definition given by Kenneth Branagh’s character in PETER’S FRIENDS: “Adults are just children
who owe money.” Obviously, in THE OTHER SON, we’re at the heart of this kind of questioning. The
two boys have led such different lives that one has made the shift towards adulthood, and the other
has yet to do so. Having left the family cocoon to study in France, Yacine is thrown into reality which
forces him to be a man. Meanwhile Joseph, who lives in a very protected environment, remains a
child. | wanted this difference to jump out, and for this gulf to be physically embodied by my actors. |
wanted the traces of childhood to be seen in Joseph (Jules Sitruk), like a mask of softness, while
Yacine (Mehdi Dehbi) projects a solid, mature image.

Family is a theme which is dear to you, yet you had to position it in the context of

the Israeli-Palestinian conflict.

L.L. — That’s what tempered my enthusiasm for taking on this project. | thought | wasn’t capable of
getting involved in an adventure like this, given that I’'m neither Israeli nor Palestinian. | didn’t want
to make a film that seemed to be giving any kind of lessons. For me, the only way to approach this
subject was to adopt a position of humility from the outset, and first to tell the personal story. The
wider historical context then serves to exacerbate the emotions and tensions. | certainly don’t feel as
though I've made a political film. It may in fact be one, but that was never my intention. As for the
screenplay, once we were in Israel for the preparation stage, my producers and | realized that in
many respects, it didn’t correspond to the reality on the ground. Neither Noam, Nathalie or | live in
Israel, and one has to live in a country to know the little things that become big things when they
happen to you. We had to strip back the screenplay, deconstruct it and put it back together again to
be credible. All the members of the crew — which was made up of Israeli Jews and Palestinians

living in Israel or the West Bank — at some time or another gave some input to the screenplay. | was
very eager to hear these comments because they provided a level of veracity neither | nor my co-
writers could have come up with. Each morning | took notes and every evening | reworked the scenes
for the next day. The actors, who received the new or modified scenes a few hours before the shoot,
all played along. All of that inspired me and helped me to get beyond the clichés. That’s what | was
anxious about: conveying clichés in a naturalistic way.
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Did you write with the actors in mind?

L.L. — I need to work that way. As soon as we started talking about the cast with my producers, |
thought of Emmanuelle Devos even before starting work on the screenplay. Her participation was
greeted with enthusiasm by my producers and my co-writer. Emmanuelle has the immediate
intelligence of emotion. She is cerebral and at the same time physical. She’s a paradoxical actress. I'd
worked with Pascal EIbé before. He’s an absolutely sumptuous actor with a magnificent physique and
a sense of mystery about him, as if he has a hidden flaw. | thought they worked very well as a couple.
They both came on board early on, which allowed us to go and find the other actors.

When you make a film about two children switched at birth, you have to find actors whose
physical features resemble the two sets of parents. Did this necessitate a long casting process to
find the right people?

L.L. — Mostly | needed to have great actors. You can work on the rest, including the resemblance. |
came across Mehdi Dehbi in the TV movie on Canal +, L'INFILTRE. | thought he was remarkable, with
just what | needed for the character of Yacine, who | wanted to be unsettling, elusive, and at once
serious and lighthearted. For the role of Joseph, we had planned to find an actor locally. | needed an
Israeli who speaks French, given that we had made a point of centering the story round a French
family that had moved to Israel. | met some excellent actors over there, but none that really
convinced me. | talked about it with my producers and started to look in France. Suddenly the
problem was the other way round: we needed someone who speaks good Hebrew! | met Jules Sitruk.
| saw him come in for our meeting, looking shy, hesitant, fragile but very elegant. And after three
minutes | knew it had to be him. He had to polish up his Hebrew, and work on the guitar playing, and
he put in a lot of hours. Once | had the two boys, | felt on much safer ground. | just had to put
together the Palestinian family.

How did that go?

L.L. — I had a local casting director for the Israeli roles and one for the Palestinians. | saw a lot of
actors and actresses, and there were some very intense moments. | remember a great actor, Juliano
Mer-Khamis, who was assassinated by an extremist Palestinian group shortly before our meeting. It
was a terrible shock. Then | met Khalifa Natour, who | immediately found incredible. I'd seen him and
liked him in LA VISITE DE LA FANFARE. | like his humanity, his dreaminess. | wanted the character of
Said to be poetic. | liked his questioning approach to the character, the thought he put into it. It was
also a matter of forming a homogenous family. When | started casting the women, a bomb went off
in Jerusalem, at a bus stop on a line that goes to the settlements. As a result, all the checkpoints
were closed and lots of Arab actresses couldn’t come. Those who did come to attend the casting
sessions in Tel Aviv had to get round the checkpoints on foot. Areen Omari walked for four-and-ahalf
hours to reach us! She had no idea how she was going to get back home to Ramallah. Despite her
tiredness, she got through her test with grace and conviction. | felt great strength and beauty in her
performance. | had found my Leila, who rules over her men with love and guile. | wanted it to be a
matriarchal family. In the story, the two fathers are consumed in the maelstrom of what for them is
an unbearable truth. They would rather flee than confront it. Their suffering paralyzes them. The
mothers, on the other hand, very soon came to terms with it, which is not to say they didn’t suffer.
But they quickly understood several things. Firstly, that the son they had raised continued to be their
son. And secondly, that there’s now another son in their lives, and that there was no question of
missing out on this, of not getting to know him and learning to love him. They also realized that if
this meant holding out a hand to the other family, then that hand must be held out as soon as
possible. And lastly, they knew they had to convince the men that there was no other possible
alternative. It’s a film which declares that women are the future of mankind, and that if women join
forces, they can push men to be better.
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How did you prepare for the film?

L.L. — In technical ways, but also ideologically. Although | didn’t want it to be a political film, it
couldn’t help but be a film with an ideological character. For that, | took on some mentors. The first
of them was Yasmina Khadra, who | met. | wanted to show him the screenplay, since it had been
written by three French people, two of whom are Jewish, and | wanted the point of view of an
intellectual and an Arab artist to know whether it was sufficiently balanced. Yasmina Khadra agreed
to read it, and acted as consultant. He annotated the screenplay, adding some elements of dialogue
which we then used. He brought his vision to bear. The second mentor is very symbolic for me. |
never met him, and he didn’t even know about it, but | chose him as you would you chose a family.
I’'m talking about the great Israeli novelist Amos Oz, founder in 1970s of the Peace Now movement.
His thinking guided my work. When | arrived on set, | gave each department head a little

book entitled “Imagining the Other”, a transcription of a long interview with Amos Oz. | wanted my
crew to read it because this little book contains the same message of openness that | wanted the film
to have. For Amos Oz, the only solution to the Israeli- Palestinian conflict resides in a historic
compromise by which each side would get part of what they consider belongs to them. Amos Oz was
a sort of spiritual guide. That’s why | thank him in the closing credits. | also worked in a radio
interview with him in the background of one sequence, and in another, Emmanuelle Devos is seen
reading one of his books.

Was there for you, as a Jewish woman, a sort of political engagement in your wanting to make THE
OTHER SON?

L.L. — I did wonder about that. My Jewishness is part of me. I’'m not practicing, I'm an atheist, but |
am Jewish and | can’t forget that because a large part of my family was exterminated in the
concentration camps. So I’'m Jewish but I'm not Israeli; they are two different things.

What is it like when a French crew comes to film in Israel, in this particular context. Was this a
concern for you?

L.L. — Neither my producers nor | had any intention of showing up like conquering heroes. We arrived
with genuine humility, with the aim of making this film and telling this story as a collective exercise.
We wanted it to be a project that brought people together. | asked our Israeli executive producer to
give a copy of the screenplay (translated into English) to each of the crew members. It was very
important to me that the electrician or grip working on this film knew exactly what he or she was
involved in, so they could be on board with the project, in full knowledge. Beyond that, it was
difficult in so far as Israel is simultaneously an open and closed country. People are circumspect
regarding outsiders. And that’s legitimate, because that level of distrust is one of the conditions for
the country’s survival. So we had to show proof of our good intentions, and on more than one
occasion. It was a long process to become mutually accepted, but we arrived with such naivety that it
generated a lot of positive energy. Loads, in fact.

What recollections do you have of the first day of the shoot?

L.L. — Strangely, it wasn’t the first day which left the strongest impression. | have a memory of the
first day of shooting that was a mixture of excitement, of urgency to get started at last, but also of
fear and misapprehension. It’s the first time I've made a film in four languages (French, Hebrew,
Arabic and English), and | only speak oneand- a-half! | wondered how | was going to get through it,
how | was going to marshal my crew and communicate what | wanted. How | was going to work with
the actors, how to suggest to them certain nuances. Then in the end, you just throw yourself into

it and everything goes just fine.

cinéart Herengracht 328 Il - 1016 CE Amsterdam - T: 020 5308848 - F: 020 5308849 - email: info@cineart.nl



Which day left the strongest memory for you?

L.L. — The one when we filmed in front of the wall. I'd been to Israel several times but I'd never seen a
wall like that. Never. | found the spot where we built the checkpoint by chance. We were out
scouting and suddenly, we found ourselves on this odd road in the shape of an “L” running the other
way to the wall which stretched before us to the horizon like an immense scar. And next to it was this
nomad camp, which is a real nomad camp, and behind the wall is the Palestinian village. It was an
incredible place, which said an awful lot in a single image. | knew right away we had to build and
shoot here. At the foot of this wall there were some very intense moments, such as when we filmed
the night scene in which Pascal EIbé heads off on foot in search of Joseph. It was one or two o’clock
in the morning. The noise of the equipment and the power of the lighting meant people on the other
side of the wall were starting to wonder what was going on. And while we were rehearsing, we heard
some shouts and saw some things falling, so we looked up and saw some boys who had scaled the
wall — I've no idea how, since at that point it’s six or seven meters high and covered in barbed wire!
They were balancing up there to see what was going on. The Palestinians in the crew told them we
were a film crew. | was aghast, because one wall evokes another, and certain images inevitably
surfaced. Those of the Berlin wall, or even more disturbingly, those of the Warsaw ghetto. Things
calmed down, the boys stayed up there but kept quiet. We’d scarcely started filming before we were
interrupted by the sirens of the Israeli police in Hummers. | was starting to wonder if we’d ever be
able to film. And this time it was the Israeli members of the crew who went to talk to the police to
smooth things over. And then finally, we got to film. At that point, | was asking myself, where is the
movie: in what I’'m experiencing here or in what I'm trying to tell? The answer is, no doubt, in both.

When you’re in a country where you’re confronted with such incidents, is there a tendency to be
overtaken by events?

L.L. — In a story like the one | just described, in which real life is more compelling than the imaginary
events, you can effectively lose your way. | think | was saved from that through discussions with my
crew and my actors who were continually filling me in on what | was seeing without always
comprehending, or at least not always very clearly. | felt that in the space of less than four months I'd
experienced a sort of crash course and | was more than ever a relay for events. In other words, |
experienced emotions and shocks, and they immediately fed into my narrative. That’s also why we
had to be re-writing all the time because more than ever the film was a shifting material. Leaving it
static would have been dangerous.

Watching THE OTHER SON, one really has the feeling that your directing has evolved, that you’ve
matured as a director. Is that something you felt yourself?

L.L. — Two things: first off, this is my third theatrical feature-film, and my fourth film all told. Directing
is something you learn on the job, feeding off your previous experiences. The more shoots you do,
the more you feel free in what you do. At the start, for me — as someone who started out as a
screenwriter — the strength was in the writing. But when you go behind the camera, you discover
that the power is in the image. The temptation was great in the beginning to use the screenplay not
as the base material and a backbone, but as a whole piece to be filmed as it is. But the more you
develop, the more you realize that you have to move away from it and that the power of the image
mustn’t be rendered redundant by the power of the word. Secondly, I'd say, it’s the first time I've felt
so free. My producers had faith in me and backed me all the way, and that trust galvanized me. That
said, we had a very small budget. We shot the film in 33 days, and we had so many budget problems
that | had to renounce one day’s shooting on set. Despite that, we didn’t deprive ourselves of
anything, and we got all the shots we needed. This confidence, this liberty gave me wings. | soon
forgot all about constraints, and that inspired me to go to another level.
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You may have filmed all the shots you wanted, but a film still has to be put together in editing.
How did that go?

L.L. — People often talk about editing as the first stage of post-production. To me, it’s more part of
the shoot. Sylvie Gadmer set to work while | was still filming, which was helpful because she gave me
her impressions of what she was seeing. | had the informed opinion of the first viewer. A few days
after the shoot was over, Sylvie showed me the first rough cut of the film. Then we started to work
together with the aim of telling the story in the most fluid way possible, so that all the crossing paths
were fed by the characters’ emotions and not by editing tricks.

The music plays an important role in the film. How did you pick the composer?

L.L. — I've always put music to the fore. In THE FIRST TIME | TURNED 20, we worked with the
composer weeks in advance so we could hear a version on set. During preparation for THE OTHER
SON, | came across the music of Dhafer Youssef and it really struck me. He’s a very unusual musician,
who studied at a Koranic school, was a muezzin, and who quit all that aged 19 to travel, spending
time in Vienna, Paris and New York. He discovered Scandinavian jazz, plays the oud and has an
incredible voice. For me, his music is a sort of primal scream. It fit perfectly with the film. So | gave his
CDs to Sylvie with very precise instructions on the pieces | wanted to use. As | was filming, Sylvie put
the music over the images and straight away sent me an email saying: “It works!” Once the first edit
of the film was done, then we had to worry about whether Dhafer Youssef would agree to provide
the music for THE OTHER SON. To my mind, if he’d said no it would have been a major blow.
Fortunately, he said yes.

The Israeli-Palestinian conflict seems endless. When you make a film that deals with this subject, is
it hard to find an ending?

L.L. — It was extremely difficult! In the original screenplay, Noam had written it ending with a
bombing. | didn’t want that because | thought it was a predictable ending and | was struggling to
make a film that eschewed commonplace violence, if | can put it like that. Nathalie and | thought
about a better ending, but couldn’t come up with anything. | didn’t stop thinking about it during the
shoot. | soon realized that we had to leave the adult characters to one side; that it had to happen
between the boys, because the film is first and foremost telling the story of that generation.

So | wrote an ending, and my first assistant, Sophie Davin said: “I’'m sure you can find something
better!” The right idea came at the last minute. I'd planned to do a panoramic 360° shot in the ruins
of a building overlooking a valley where Yacine comes to seek refuge. In the end, | did the same thing
but through 180°. For the end of the film, the remaining 180° are seen by Joseph, who replaces
Yacine in the same panoramic only reversed. Each of them is half of the other.

Have you already shown the film to the crew, and if so, what was their reaction?

L.L. — Yes, and it was a very moving moment. Unfortunately, not everyone was there because we did
the screening at the Cinémathéque in Tel Aviv during the day, so some people were working. Those
who could make it were pleased and moved; Khalifa Natour was overwhelmed.

Do you believe in the power of cinema?
L.L. — To do what? To change the world? No. To share, to pass on, to exchange; yes. A book, or a film,
is a dialogue with whoever makes the effort to seek it out. It’s away of experiencing and

understanding the humanity of the Other.

Interview by PATRICK FABRE

cinéart Herengracht 328 Il - 1016 CE Amsterdam - T: 020 5308848 - F: 020 5308849 - email: info@cineart.nl



CAST - FILMOGRAFIEEN

Emmanuelle Devos — Orith Silberg

Emmanuelle Devos (Puteaux, 10 mei 1964) maakte in 1986
haar film- en acteerdebuut met een naamloze rol in ON A
VOLE CHARLIE SPENCER! Sindsdien speelde ze in meer dan 60
films (inclusief televisiefilms). Ze won in 2002 een César voor
haar hoofdrol als de slechthorende Carla in de misdaadthriller
SUR MES LEVRES en kreeg er in 2010 nog één toegekend voor
haar bijrol als Stéphane in de dramafilm A L'ORIGINE. Voor
SUR MES LEVRES werd ze ook genomineerd voor zowel de
prijs voor beste actrice als voor de publieksprijs op de
European Film Awards 2002.

FILMOGRAFIE
2012 LE FILS DE L’AUTRE van Lorraine Lévy
2011 POURQUOI TU PLEURES? van Katia Lewkowicz
LA PERMISSION DE MINUIT van Delphine Gleize
2010 COMPLICES van Frédéric Mermoud
2009 A L’ORIGINE van Xavier Giannoli
LES HERBES FOLLES van Alain Resnais
LES BEAUX GOSSES van Riad Sattouf
BANCS PUBLICS van Bruno Podalydes
2008 COCO AVANT CHANEL van Anne Fontaine
UN CONTE DE NOEL van Arnaud Desplechin
2007 UNSPOKEN van Fien Troch

2005

2004

2003

2002
2001
2000

1999
1997
1996
1994

1992
1990

DEUX VIES PLUS UNE van Idit Cebula

CEUX QUI RESTENT van Anne Le Ny

JATTENDS QUELQU’UN van Jéréme Bonnell

GENTILLE van Sophie Fillieres

LA MOUSTACHE van Emmanuel Carrére

DE BATTRE MON COEUR S’EST ARRETE van Jacques Audiard
ROIS ET REINE van Arnaud Desplechin

LA FEMME DE GILLES van Frédéric Fonteyne

BIENVENUE EN SUISSE van Léa Fazer

RENCONTRE AVEC LE DRAGON van Héléene Angel

IL EST PLUS FACILE POUR UN CHAMEAU van Valéria Bruni-Tedeschi
PETITES COUPURES van Pascal Bonitzer

L’ADVERSAIRE van Nicole Garcia

SUR MES LEVRES van Jacques Audiard

AIE van Sophie Filliéres

ESTHER KAHN van Arnaud Desplechin

PEUT-ETRE van Cédric Klapisch

ARTEMISIA GENTILESCHI van Agnés Merlet

ANNA OZ van Eric Rochant

COMMENT JE ME SUIS DISPUTE... van Arnaud Desplechin
OUBLIE-MOI van Noémie Lvovsky

LES PATRIOTES van Eric Rochant

LA SENTINELLE van Arnaud Desplechin

EMBRASSE MOI van Noémie Lvovsky
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Pascal Elbé - Alon Silberg

Pascal Elbé (Colmar, 13 maart 1967) is acteur,
regisseur en scenarioschrijver.

Hij begon zijn filmcarriere in 2003 met PERE ET FILS
van Michel Boujenah waarbij hij ook meeschreef
aan het scenario.

In 2005 won hij de César voor Meest Veelbelovende
Acteur voor zijn rol in de film LES MAUVAIS
JOUEURS van Frédéric Balekdjian.

FILMOGRAFIE

2012 LE FILS DE L’AUTRE van Lorraine Lévy

2010 R.|.F.- RECHERCHE DANS L'INTERET DES FAMILLES van Franck Mancuso
2009 COMME LES CINQ DOIGTS DE LA MAIN van Alexandre Arcady

2008

2007

2006
2005
2003

TETE DE TURC van Pascal Elbé

ROMAINE PAR MOINS 30 van Agnées Obadia
QUELQUE CHOSE A TE DIRE van Cécile Telerman
MES AMIS, MES AMOURS van Lorraine Lévy
CORTEX van Nicolas Boukhrief

L’EMMERDEUR van Francis Veber

COMME LES AUTRES van Vincent Garenq

3 AMIS van Michel Boujenah

LA TETE DE MAMAN van Carine Tardieu

LE DERNIER GANG van Ariel Zeitoun

MAUVAISE FOI van Roschdy Zem

LES MAUVAIS JOUEURS van Frédéric Balekdjian
PERE ET FILS van Michel Boujenah

Jules Sitruk - Joseph Silberg

Jules Sitruk (Lilas, 16 april 1990) is een Frans
acteur. Op zijn achtste begon hij met acteren,
nadat hij werd ontdekt bij de kapper. Zijn eerste
rol was in MONSIEUR BATIGNOLE (2001) waarin
hij samenwerkte met Gérard Jugnot die in Jules
een groot talent zag. Sitruk heeft ook stemmen
ingesproken voor animatiefilms. Zo was hij één
van de drie vertellers in MARCH OF THE
PENGUINS. Zijn eerste Engelstalige film was SON
OF RAMBOW, uit 2008.

FILMOGRAFIE

2012 LE FILS DE L’AUTRE van Lorraine Lévy

2011 BOB ET LES SEX POSTICHES van Yves Mattey

2010 MON PERE EST FEMME DE MENAGE van Saphia Azzeddine
2009 NOS RESISTANCES van Romain Cogitore

2008 SON OF RAMBOW van Garth Jennings

2006  LES AIGUILLES ROUGES van Jean-Frangois Davy
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2004 VIPERE AU POING van Philippe De Broca
2003 MOI, CESAR, 10 ANS 1/2, 1M39 van Richard Berry
2001 MONSIEUR BATIGNOLE van Gérard Jugnot

Mehdi Dehbi - Yacine Al Bezaaz

zijn passie voor acteren en muziek. Op zijn
zestiende kreeg hij zijn eerste rol aangeboden
in de film THE ASSASSINATED SUN.

!u ' e Mehdi Dehbi (Luik, 5 december 1985) is
o ‘ p acteur en muzikant. Al vroeg ontdekte Dehbi

FILMOGRAFIE
2012 LE SAC DE FARINE van Khadija Leclere
LE FILS DE L’AUTRE van Lorraine Lévy
MARY’S RIDE van Thomas Imbach
ALTER EGO van Mehdi Ben Attia
2011 LOOKING FOR SIMON van Jan Kriger
2010 SWEET VALENTINE van Emma Luchini
L'INFILTRE van Giacomo Battiato
2009 LA FOLLE HISTOIRE D’AMOUR DE SIMON ESKENAZY van Jean-Jacques Zilbermann
2004 LE SOLEIL ASSASSINE van Abdelkrim Bahloul

Khalifa Natour- Said Al Bezaaz

Khalifa Natour is acteur, schrijver en regisseur. Hij speelt in veel toneelstukken en voornamelijk in
Palestijnse films, zoals THREE DIAMONDS en MARIAGE DE RANA.

FILMOGRAFIE

2012  LE FILS DE L’AUTRE van Lorraine Lévy

2011 LE COCHON DE GAZA van Sylvain Estibal

2007 LA VISITE DE LA FANFARE van Eran Kolirin

2003 LE MARIAGE DE RANA, UN JOUR ORDINAIRE A JERUSALEM van Hany Abu-Assad

Areen Omari - Leila Al Bezaaz

Areen is een Palestijnse actrice en de muze van filmmaker Rashid Masharawi. Ze speelt voornamelijk
in politiek getinte films.

FILMOGRAFIE

2012 LE FILS DE L’AUTRE van Lorraine Lévy

2009 L’ANNIVERSAIRE DE LEILA van Rashid Masharawi
2006 ATTENTE van Rashid Masharawi

2005 PRIVATE van Saverio Costanzo

1996 HAIFA van Rashid Masharawi
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