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A grieving astronaut isolated on a deep-space mining mission 
must fulfill a strict corporate quota to return home. As his solitude 

deepens, a mysterious presence awakens in the deep, shifting 
him toward an unexpected pulse of hope.
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On a distant asteroid, a lone miner must complete 
a corporate quota to fulfill his contract to go home. 
When an unforeseen accident compromises his 
ability to succeed, he must resort to desperate 
measures. As time passes, his grip on reality 
begins to fade, and the line between the living and 
non-living becomes blurred.
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Why did you want to talk about loneliness in 
space?

It was important to me that the environment 
reinforced the character’s isolation. He’s alone, 
surrounded by lifeless rock, floating on an asteroid 
through the solar system. I was also thinking a 
lot about how we, as humans, are migrating from 
an offline to an online existence. I wanted to write 
something that felt like it was set in a place that was 
an allegory for the current human experience, with 
increasing physical social isolation and our growing 
entanglement with the techno-oligarchy. 

Moonfish is also a political film. You discuss 
exploitation and the idea that people are 
considered “cheaper” than robots. Was it your 
intention to show that technological progress 
doesn’t always equate to real progress?

It’s interesting because that part of the film started 
coming to fruition before AI became such a dominant 
topic of conversation. I knew I wanted to talk about 
technology. As a millennial, I experienced a time when 
these modern technologies hadn’t yet consumed us 
or exploited our addiction. Now, we’ve kind of reached 
a point where we’re being exploited to such an extent 

that technology is no longer offering us a better 
world. Instead, we have found ourselves in a dystopia. 
Nevertheless, the human spirit, our hope, identity and 
dreams will still exist, no matter how bad things get.

The Biennale College Cinema, which promotes 
new talent, comes with a modest budget. Was 
it challenging, especially when making an 
animated film?

Our production schedule was around nine months 
long, and ultimately only three of us were working on 
the animated element of the film [with Devin Grover 
and Hoss Wheeler]. Every single minute of labor 
had to be accounted for very carefully. When writing 
the script, I really had to write within the limitations of 
what I could achieve.

In some ways, these limitations aligned with my 
personal belief in how I wanted to make my first film. 
I didn’t want to lose my way and create something 
overly complicated. I wanted the tone and mood 
to be an integral part of the story, capturing and 
mirroring the characters’ internal state. The film’s 
simplicity is also reflected in the way it’s “shot.” The 
camera is mostly locked, and there is a certain visual 
restraint. In animation, we’re used to big, sweeping 
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movements, but I was trying to do something pared 
back that really focused on the story. Animation is 
such an incredible medium for expression. There is 
something about it that subconsciously draws me 
to it. I really believe that when you make a film, you 
remove a little piece of yourself, send it out into the 
world and never get it back. Drawing is a particularly 
unique way to express this idea. It reminds me of 
skateboarding in the late ‘90s and early 2000s; 
it has this subculture and punk rock element that 
isn’t widely explored right now. The possibilities are 
almost endless because you can craft with your 
hands. There’s something so human about it. It’s as 
if you’re watching a director’s dream unfold or the 
subconscious visibly on display.

Although it’s not an autobiographical film, it’s still 
very personal. Could you talk about it?

The journey to completing a first feature can be quite 
brutal and long, but I found that writing something 
very personal helped me maintain the level of 
obsession required to cross the finish line. One thing 
that has plagued me for the last 10 to 15 years is 
chronic heart palpitations. All day, every day. They’re 
actually related to a nerve in my stomach that gets 
irritated. It’s called the vagus nerve. Everything I eat 
bothers it, so my heart constantly beats oddly. It’s a 
perpetual reminder that our time is limited.
When I first started experiencing these symptoms, 

I had Medicaid, which is a free healthcare in the 
US. I visited a doctor and he did an ECG of my 
heart to check its rhythm. He misdiagnosed me, 
saying that I could potentially die because my heart 
wasn’t pumping blood effectively through my body. 
He read the failing mechanics of my heart from a 
Google search with his back to me. It was a cold 
and terrifying experience. My next appointment, 
scheduled for two months later, was for a more 
sophisticated scan of my heart. But I lasted about 
two weeks before I had a complete breakdown.

I had a proper panic attack – I thought I was dying. 
I went to the emergency room where they did the 
same scan on my heart. They said: “You do have 
an arrhythmia, but it doesn’t increase your risk of 
death. If it stays as it is, you’re fine.” When I got 
home, it felt like waking up from a dream. It’s so 
hard to describe those two weeks. You try to make 
sense of everything, your entire past life, and maybe 
the future you will never have. The experience of 
thinking I might be dying changed everything for me. 
In Moonfish, I also wanted the main character to be 
stuck in a waiting room, a kind of purgatory. I wanted 
the flow of time to feel disrupted.

He’s in space, but everything feels very 
claustrophobic. 

Shooting the film in a 4:3 aspect ratio, and creating 
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this sense of claustrophobia, was really important. 
It’s as if the walls are closing in on him. When I was 
really young, my parents took me on one of these 
tourist submarines. You learn that different colors are 
unable to penetrate at different depths underwater. 
I was wearing a brightly colored shirt, and as we 
were descending, different parts of it lost their color. 
Something about that experience poked holes in my 
understanding and perception of our shared visible 
reality. It has stuck with me my entire life.

When I was thinking about the lighting and color 
in this film, I definitely wanted the setting to feel 
very black and white, and very confined. I was also 
thinking about what is denied to you depending on 
your social class. In their case, it’s color, nature and 
real air, this feeling of experiencing life in its natural 
setting. Despite this, they still have to find their 
identity, fight for their dreams, and maintain their 
humanity. In this film, I’m trying to strike that balance 
between hope and despair.

You tell the story of how a fish once saved 
astronauts - by observing it, they realized there 
was a serious technical issue. Did you want to 
reference it here?

My inspiration for the fish was quite simple. I was 
thinking about the canaries that the miners would 
bring down the mine with them. If the bird died, they 

knew they needed to get out. I did experiment with a 
few other things that it could be. At one point, it was 
even a cactus [laughter]. 

I definitely wanted it to serve a purpose other than 
just being a sidekick. I wanted it to be something 
that astronauts might take with them in the future 
– also as good luck tokens. As human beings, we 
need connection and to share our experiences. This 
astronaut needs this fish because he’s holding onto 
something that he has lost. The fish is definitely a 
survival mechanism.

Why did you want to work with Morgan Spector 
and Lucy Liu, who are voicing the film?

This is the first project that I’ve ever worked on with 
dialogue. My previous shorts were dialogue-free 
narratives. When we began our search for actors, 
I knew I wanted the voices to sound very different 
from each other. It was important that each of them 
represented a different perspective on what it means 
to “be” and how things “work” in the universe. It was 
crucial that the character’s journey could be heard 
in the voice, since we were limited in what we could 
do with facial expressions based on the minimalist 
animation direction. They’re both just so good at 
what they do, and we were so lucky to have them 
join the project. I am eternally grateful to all our 
collaborators.
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Daniel Zvereff (1985) is a Brooklyn-based 
animator, writer, and director whose films explore 
intergenerational displacement and the mysterious 
undercurrents of reality. Moonfish is his debut 
feature, premiering at the 2026 Venice Film Festival.
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