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Introduction

The present edition on the history of French cinema.resulted from an

increasing need for an EnglishJanguage book on this history' an exten-

sirre overi,ie* of more than one hundred years of filmmaking' This

volume considers motion pictures and cinematographic trends chrono-

logically from 1895 ro zooz, decade by decade, and investigates films

anl ilmmaking within historical contexts through a diversiry of dis-

ciplines such as social and political sciences. During the Past iew years

the discipline of 6lm studies has been the subjecr of growing interest

among,rnin'ersit ies, especially in the humanities, traditionally involv-

ing, ii irs broadest ter-ms, the study of lilm analysis, film history, and

flL theory. Unfortunately, among the general public as well as uni-

versitv departments of film studies, French cinema has often been

restriited io the work of a few "masters," critics, and theorists lt

represents, however, much more than internationally known film icons'

Th. pr.r..t book assimilates these traditional canons with often-

ovedooked contributions made by no less significant figures within the

film industry.
Since the eady days of motion pictures, when the lumiire brothers

challenged the wodd in 1895 with the inv€ntion of the Cin6matogra-

phe, Frince has frequently been at the cutting edge of film producrion

the visionary taleni of Georges M€tiEs, who assembled the fitst elabo-

rare background sets and special effects, inspired legions -of 
filmmakers

arorrnd tie world. The lilm industry significantly benefited from the

6lm archives moYement, which originated in t936 in Paris with the

establishment of the Cin6mathdque frangaise. I-ater, the French New

\(ave granted filmmakers the exclusive authority, that of the auteur,

in all ireas of film production (mise-en-scbne, photography, origin of

the scrior. thematii and artistic choices). This trend, once labeled

politiquifus auteurs, marked a prolific period for film production world-

wide, setting a landmark in the history of filmmaking Finally, at the

turn of the twenty-first century. France emerged as rhe preemrnent

producer of European cinema and has proved irs solid business and
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aftistic infrastructufe, despire the high volume of American 6lms in
the Eurolxan market. In its contemporary conrexr, the French 6lm
industry srands as rhe champion of European cinemaric creativrryt
demonstrated in movies like Pitofs Vidocq (zoor), the first all-digital
feature film.

This book treats French lilm primarily as a unique and powerful arr
with its os/n rraditions, history, conventions, and techniques, dispel-
ling common misconceptions-frequently found in the literature on
film history-by addressing less accessible issues and conceprs. It
analyzes aspects of 6lm form, narrative, and genre and explores major
interpretive approaches ro rhe medium. The eight chapters in this
volume combine cultural, historical, formal, and rheoretical analyses of
French films from a range of French and wofld cinemaric sources. Each
chapter provides both an overview of French 6lm historiography and
an introduction ro specifrc examples and methods of historically ori-
ented film research. One of the central soals is ro introduce readers ro
basic issues of the history and aesrheti,, appreciarron of motion pictures
through the conventional aspecrs of cinemarography, including camera
movement, monrage, cinemarographic expression, framing, shooring
angle and point of view, color (or black and whire), sound, music, rhe
script, lighting, settings, cosrume, and makeup. Anorher aim is to
reintroduce lilm buffs to the movies rhey have most admired and loved.

The lirst chapter, entitled "The Invention of Motion Pictures and
the Silent Era of Film," investigates the development of the Cinima-
tographe as well as the contribution of major filmmakers of the trme
such as Georges M6liEs, Louis Feuillade, Louis Delluc, Abel Gance,
Marcel L'Herbier, and Ren€ Clair. The chapter also highlights the
emergence of a national cinema (under rhe auspices of Charles Path€,
L6on Gaumont, and others), which by rhe 6rst decade of the century
had become one of rhe most significant phenomena, assimilating and
embodying many artistic currents, such as Avant-garde, Impression-
ism, and Surrealism- The second chapter, "The Golden Age of French
Cinema," centers on the numerous adjusrmenrs the French film indus-
try had to face while incorporating in its structure the technical inno-
vation of sound. It also describes Marcel Pagnol's successful adaptatrons
of regional, popular literarure to the big screen, confirming its prestige
among general audiences at rhe time. In addition, the chapter organ-
izes a select discussion of the principal aftisrs and masters of the poeric
realism era, Jean Gabin, Arletty, Marcel Carn6, Jean Renoir, and Jean
Vigo. Chapter 3, "French Cinema of rhe Occuparion," narrates the
exodus of many French film celebriries at the beginning of ITorld \Var
II, and the new situation imposed by German and Vichy censorship,
which included a ban in r94o of all Anglo-American productions and
an extensive number of French 6lms. Throush the works of Henri-
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Georges Clouzot, and Marcel Carnd, the chapter explores the complex

worLing conditions for most film actots and directots under the oc-

cupati;, which, although constfaininS, often instigated. amazing in-

s.noi,v on and off the sir. Chaprer 4, "The Postwar Era," begins with

ihe reorsanization of rhe French film industry during the Liberatron

"r. 
o. *ill as the Fourth Republic, with ao emphasis on rhe difficult

economic challenges of the period (e.g., the Blum-Byrnes Agreements)'

ii pr.r..r,s the io-called tta,lhion de qualit6, reprcsented. by an old

school of filmmakers, including Claude Autant-Laru, Carn6, Chrisrian-

Jaque, and Sacha Guitry, as well as screenwriters Jean Aurenche and

pierr. Bort, and attempts to give the reasons for its success during the

early postwar era. A large part of rhe chapter focuses on the innovarive

-atttod of filmmaking by auteurs such as Robert Bresson' Jacques

Tati, and Ren6 Cl6ment. Chapter 5, 
''The Years of the French.New

Wave,'' examines the siruation of France during and after the explosrve

political events of 1958, as well as the birth of rhe seminal revierv fur

cabim du cindma. The auteur theory, which asserted that the lilm

director was the principal authority in all areas of frlm production'

involved many you.rg di.ectors, such as Claude Chabtol, Frangois Ttuf-

faut, Alain Resnais,lean-Luc Godard, and Agnds Varda' and led di-

rectiy to the e*plosion of the New NTave The New Vave, rvhich

b"gun in the mid-rg5os as a reaction to a stagnating establishment'

und was granted general recognition in the years r9r8-19, remalns to

this day lonsidered a historical landmark. Chapter 6, "French Cinema

of the i97os," offers a synopsis on the new culrural era following rhe

Uuy t968 upheavals throughout France and the so-called liberalizatron

era and culural change. The chapter centers on the three ma1-or move-

ments of the decade, the coming of an innovative and successful genre'

the "potitical thriller," which gradually began to replace conventional

polar-r (whodrrnits led by directors Louis Malle and Costa-Gavras); the

arrival of talented new storytellers (Bertrand Tavernier and Bertrand

Blier); and linally, a trend of humanist film directors (Truffaut, Eric

Rohmer, and Claude Sautet), whose works incorporate powerful reflec-

tions on the medium itsell Chapter 7, 
' 'The Cinema of the r98os"'

beeins with the economic restructuring of the French film industry

und ia, tta* rapport with its principal partner: television compames'

These changes resulted in major transformations in the entertatnment

bosiness .rid. spectatotship behavior in general' The r98os also wit-

nessed the d"v.:lop-..rt oi ro-called super productions, inclined toward

more profitable immercial frlms, as well as the out-of-control rise of

prod.rition costs- In addition, the chapter examines the successl l

iontirruution of already-established hlmmakers, including Truffaut'

Tavernier, Blier, and Maurice Pialat, as well as myriad new rising

talents, especially 6lmmakers such as Jean-Jacques Beineix- Luc
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Besson, and Leos Carax. The 6nal chapter, ,,The 
I-ast Decade and

Beyond," points out rhe evermore central position of the French film
indusmy, which has established itself as the largest and most successful
in Europe. A unique financial-aid system, combined with the financial
commitment of dynamic French television companies (led in ma;or
part by Canal*), undelscores the success of a- strategy initiated a
decade before. These exceptional circumsrances g.rr..ur!i the realza_
tion of many new filmmakers such as Jean-pierre Jeunet, Marhieu
Kassovitz, and Elc Zotca.

I confess to the difficult task of dealing with an overwhelmingly
large amount of material within a relarively confined space. It is
imponant to bear in mind rhat the lilms I discuss represent only a
fraction of the entire spectrum of French films (over rolooo produced
since r895) and the present history is evidently and necessaril-y incom_
plete. I have tried to offer an explicit and honest investiqation of the
main masterpieces, directors, and acrors and actresses ofFrench cinema,
combined with observarions of less acknowledged but equally note_
worthy works, and hope that the present volume will .orrr.ibore to rhe
understanding of French films, on rheir own and within the family of
other national cinemas.
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Chapter t
The lnvention of Motion
Pictures and the Silent Era

France at tbe Ttarn of the Tuentietb Cent Dl

The launtion of tbe Cinimatograpbe

Georges Miliis and the Adtentare of tbe F)lm Stldio

Groulh of a National Cinema: Cba es Pathd and Uon

Gattntortt

Tbe Intention of Genres: Louis Peuillade and Max Linder

Au.lnt-gatd( Cinema, Ftencb Imptessionism and 5arealism:

Inais Dell*c, Abel Gance. llatcel L'Herbier, Luis Bufruel,

and Rend Clair

FRANCE AT THE TURN OF THE TVENTIETH
CENTURY

More than a centuly ago, the invention and eady development of

motion piclures heralded the beginnings of an innovation that was

aboot to transfigure humankind's view of the world and of itself'

Movies would come to genefate other new and unprecedented elements

of artistic creation as well. Cinematography rapidly became perhaps

rhe mosr  s ign i l i can t  techn ica l  and ar t i s t i c  phenomenon o l  thc  rwenr i -

eth century, assimilating and embodying many other art forms, yet

never really imitating any of them. Specifically, it was cinematogra-

phy's special rapport with theater in panicular, but also painting,

ii,"tut.,t , and many orher performing/lyrical arts, that made it the

"seventh art" of the new cenrury' In the l9oos, however, the new

medium. soon ro become a maior form of entertainment' would evolve

closely within contemporary artistic cutrents and with resPect to the

preoccupations of popular audiences. This in turn would guarantee its

io^-.t.iul viability and, consequently, its destiny. S7hether labeled

of Film
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''morion 
pictures" or "cinematography," not unlike any of rhe other

lyrical or performing ats no matter whar discipline, genre, or currenr,
audiences assimilating the films of the silent era were, as always,
affected bv contemporary culrure and fashion, sharing many passions
and events of the turn of the century.

The inrroduction of morion pictures in France occurred during a
new ptolilic cultural era rhar promoted many important artistic cur-
rents in such fields as architecture, interior design, furniture, sculprure,
and fashion. The new modern style of film backgrounds, directly
inflnenced by rhe Ar Nouveau movemenr (r89os-r9ros), and latet
the Art Ddco vogue (r9oos-zos), which was consecrated at the r925
Paris Exposition des arts d6coratifs et industriels modernes, became
one of the major visual trademarks of Impressionist artists. At the
beginning of the century, Paris was the Avant-garde capiral of the
world in art, music, and literature, Ir qas the residence of pablo
Picasso, Salvatore Dali, Igor Srravinsky, and Jean Cocteau, among
many others. The yearning to explore the 6elds of music, painting,
and poetry had now caught up wirh rhe seventh an under a quest for
forms and visual images rather rhan meaning. In rhe 6eld of po..ry,
the beginning of rhe century sras characterized by a, certain petma-
nence, with the preceding current of poets such as Sr6phane l{allarmE
and Arthqr Rimbaud, who deeply influenced n"*". po.,. such as paul
Val6ry, Paul Claudel, and Saint-John Perse (pseudonym of Alexis L6-
ger). As for the Surrealisrs, Andrd Breton, Louis Aragon, and paul
Eluard, whose insp.irarion came in part from Guillaume Apollinaire's
The Paems of Alcoal: (Ahools, t9r 31, Cubist arr, and rhe emergrrrg
Dadaist movemenr, rheir wofks created a serious gap with the rest of
French cultural life, isolating themselves inro an artistic domain by
emphasizing the subconscious aspecr of the imagination against all
social structures and traditional forms of expression. In the field of the
novel, tws of the most spectacular popular successes were Alain-
Fournier's Le gtand Meaulnes (The Wanderu, t9r 3) and Marcel proust,s
A la ruherclte dt tnxpr perdu (Renerubrance af Tbings past. rgr3_2:').
Literary reviews (La Nowel/e Retue Frangaise, created by Andr6 Gide in
r9o8) and publishing houses (Gallimard) emerged to promote and
disseminate these novelists and others of the pre-World Var I era.

Following rhe lumiEre brothers'first screeninq at the Salon Indien
du Grand Caf6 in Paris in December 1895, French cinema, at f irst a
novelty, quickly progressed from popular entertainment ro an art form,
and eventually to a form of literature itself, as silent films reached
greater complexity and length in the early rgoos and r9ros. The
exceptionally profitable financial revenues that the silent movies ger-
erated permitted the French film industry to establish a sound network
of distribution thar gradually chaltenged other forms of public enter-
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tainment. At first, French cinema dominated wodd markets with

sisnilicant inventots (louis and Auguste Lumiire), inspired arttsts

(deorges M6lids, Max Linder, Abel Gance, and Rend Clair), technicians

(Ferdi-nand Zecca), and pragmaric entrepreneurs (Chades Path6 and

L6on Gaumont). However, with both the coming of Vodd War I

(r9r4-r8) and the demands placed on all industries for the war effon,

plus the rise of Holll'wood's immense influence, the French film indus-

iry slowly began to recede. The war tapidly changed the direction of

the burgeoning film industry, ending the period of silent pictures with

a doubli crisis: economic, with the linancial pamc of t9z9l and tech-

nical/aesthetic, with the development of talking pictures, which forever

redelined the original concept of motion pictures.

THE INVENTION OF THE CINEMATOGRAPHE

The last fifteen years of the nineteenth century were characterized by

extraordinarily intense activity around the woddwide development of

"animated photography" and mechanized entenainment. \(ith an as-

soltment of scientists, artists, technicians, and other innovatots sepa-

rately assembling their inventions at rhe same time in history, thus

creatlng an unprecedented accumulation of contributions, the difficult

task oiattributing the exact paternity of motion pictures (for Amert-

cans) or cinema (for Europeans) remains somewhat arguable in its

objectivity. In r889, Brit ish scientist \Til l iam Greene (r855-r9u t)

invented a "chronophotographic camera" that combined animated pic-

tutes, One year later, in t89o, Herman Casler presented the Muto-

scope. In Frunce, Georges Demeny (r85o-r917), who wofked

alongside Etienne-Jules Marey (r83o-r9o4), invented the Photophone

for photographing animated images in cinematographic form in r893'

Thut sumi year, Eadweard James Muybridge (r83o-r9o4) invented

the Zoopra-xiscope, and in r894, Birt Acres (r8;4-r918) and Robert

I(illiam Paul G869-ry4) invented the Kineopticon. The same year

in Germany, Maximillian Skladanowsky G86Z-tgz built the Bio-

skop (Bioscope) and ptesented his achievement in Berlin in November

r895. In r895, C. Francis Jenkins, then Thomas Armat (r866-1948),

invented the Vitascope (originally named PhantoscoPe before being

sold to Thomas Alva Edison (1847-193r).

Therefore, in light of this overwhelmingly abundant series of tech-

nical inventions, attributing the invention of motion Pictures to one

or two individuals, whether Edison alone or the LumiCre brothers,

would be rather questionable in view of the fact that cinema, by irs

v€ry esseoc€, constituted, and still does today, a multifaceted event

and medium. Such an assertion would simply require overlooking the

technolosical and scientilic endeavors achieved all over the rJ(estern
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wodd (mainly the United States, France , Belgium, Germany, and Italy,
however) throughout the last two decades of the nineteenth cerrtury.
For all these inventors, the ultimate goal was the same: the public
projecrion of animared picrures. The question regarding rhe projecrion
of anirnated photographs was a difficult one ro solr.e, .u,rrir,n ,, .o
become the center of research and experimenrarions. Esrablisbirg the
perfect projection device became the next challenge, as it appeared
evident after numerous defective attempts (blurriness and rippiJ 6lm_
strip) that the projection of the image onro rhe screen was actually the
mandarory toll for success.

_ The_definitive beginnings of cinema, therefore, remain highly argu_
able; if anything, the genesis and eady evolution of cinema underscore
the seemingly universal origins of the invention, which was to cive
the visual element a major t'oom duting the following century.'

Tbe Kinetoscope, r 89 3-'9 5

In 1889, in \(est Orange, New Jersey, Thomas Edison and British
engineer and collaborator 

'William 
Kennedy Laurie Dickson (rg6o_

1935) developed rhe Kinetograph, u.r.* ryit.- thar uri l ized rolls of
coated celluloid film to visualize animated images. The Kinetograph
camera, weighing approximately 5oo pounds, was built inside the
Black Maria Studio, a rar paper-sealed strucure with a large skylight
rhar was adjacenr to Edison's laboratory. To conrol light, the itudio
was painted in black, and the camera, mounted on a trollev. was built
so  rhar  j r  cou ld  ru rn  ro  fo l low the  movemenr  o f  che  sun,  a l low ing  rhe
right amount of luminosity for each desired subject (although never
changing position during shootings). In May r889, Edison purchased
a Kodak camera from the Eastman Company that required a zt/e-inch
6lm stock, modified its size to t/s inches (34.8 mm), and made double
perforations on each side. Edison utilized the Eastman nitrate-base
celluloid film stock for his commercial prcductions. More than a cen-
tury later, the celluloid film support (l: mm) is still the standard in
use, a (are example of nonobsolescence. l7hen compared to video
formats, for instance, ot even inrernarional soond r".ording standards,
Edison's film (fony-six frames per second) never experiencid a conln-
uing change of systems, and thus avoided delays in irs international
development.' Dickson, who had assembled the new camera, 6lmed
his first motion picture of associate assistant Fred Ott. callins it ,.Fred

Ott's Sneeze'' (rhe lilm lasted several seconds). The sequence" wls dis-
played to Edison, who decided to commercialjze the idea. Edison,s
kinetoscopic record of a sneeze, January 1 , 1894, staring Fred Ott as
the sn€€zer and photographed by Dickson, became the first copy_
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righted film in history' Other sequences, characterized .by 
unedited

,.Ln.ry u.td posed actions fol.towed, such as "Fun in a Chinese Iaun-

dry," 
;'Th. Gaiety Girls Dancing," "Trained Bear," "Dentisr Scene,"

and "Bucking Broncos " Paradoxical as it may seem' Edison wa^s more

caprivated b1i the possible application of soundtrack to the image3 than

image deoelopment itself. Dickson tried to persuade Edison to develop

u pril.ctio.t ievice, but much to his dismay, the latter had a different

agenia; Edison did not deem it necessary to multiply the number of

,paa,"aott within the same projection Therefore, all experiments were

temporarily canceled-
In r8qa, the patent was ready (but never entirely complered for rhe

British market),^ and that same year the demo was linalized Edison's

first showing of the Kinetoscope viewer, as a continuous-film motron

pictore prolector, occurred only on May 9, 1893, at the Brooklyn

irrrtitor.. Rather rhan proiecting films for large audiences, the individ-

ual viewer would put itit ot h.i eyes to the hole of a mechanism and

enjoy a single strlp frtm inside. Commercialized a couple of years before

,hi 
-CittC^l,ogt"phe, 

the inventor rapidly presented his "peep.-show

Kinetoscopes" in the United States, England, and France Edisons

invention iorresponded to a peep-show motion picture that could be

visualized by only one viewer at a time. In 1893, the Kinetoscop€

gained popularity in New York City, and in April 1894,- Andtew

fiolland, o,r behalf of the Raff g Gammon Company, opened the li tst

peep-show parlor on Broadway For z5 cents, New Yorkers were able

io Jh"r. th. .itr"m.tographic dream by individuaLly viewing a series of

sixteen-second films. Because Edison had underestimated the potential

of motion pictures as a furure industry, he failed to patent his Kineto-

scope comiletely. Consequently, in England alone (this despite hold-

ing orrer r,zoo patents), Robert l(illiam Paul,a a British manufacturer

of-photographic equipment, rapidly replicated Edison's Kinetoscope in

October r894. In addition, he added rhe proiector component that was

crucially missing to the kinerograph.t As noted, the new apparatus

was named Kineopticon. The demonstrarion by the Lumidre brothers

at the Keith's Music Hall in Union Square, New York, on June 18,

r 896, as well as the emergence of the Pantopticon and the Vitascope,

overshadowed the Kinetoscope whose cumbersome set could not pro-

ject for public shows or enteitain large audiences Di&son created the

American Mutoscope & Biograph Company, which later encouraged

the directing careeis of D. N7. Griffith (1875-1948) and Mary Pick-

ford (r89t-rqzq). ALong with Dickson, Edwin S. Porter (1869-1941),

u .i..-"iogtupler and future filmmaker, was one of the lirst- artist/

technicianslo initiate the practice of close-ups and dissoLves (fade in1

out). Edison's film company survived the competition and produced
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films such as Vanity Fair (r9:l5), The Cossack Vhip (t9fi1, and Chris
and His Wonderful Lamp (t9r). At the beginning of tie next decade,
however, the company shut down.6

T be Lunaiire's C inimatograplte, r 89 5

Louis (1864-1948) and Auguste (B6z-1154) Lumidre, sons of An-
toine LumiEre, owner of a modern-style phorography factory (zoo
workers), specialized in manufacruring a product set up in r ggr called
plaque dtiquette bhue (photographic plates for instantaneous shots). Hav-
ing assembled rhe different elements for printing, shooting, and pro_
jecring ninereen to twenry-four frames per second, thev decided ro film
their very ftrst rue (view) entitled Va;ke.r l*aaing th7 Lrniue Fanotl
(La tortie des usixes Lumiire ) Llon) on March 19, t}9:.., as the n/ell_
dressed workers of the film facrory came our onto rhe srreet (ar rhe
time Chemin Saint Victor, today renamed Rue du premier 6lm).7
Conceived and assembled by Jules Carpentier of the lumiBre factory,
the Cindmatographe possessed a clarvlike device rhat supplied the
necessary alternating passage of rhe fj mm perflorated-celluioid film.
The Lumiires' band of film, fabricated by rhe Lumiire factory, con_
tained two punctures per frame (sixreen frames per second; rhe stan_
dard speed until rhe invention of sound), whereas Edison,s used four
tectangular perforations on each side of each frame. The composrtron
and function of ,this lightweight r6-pound hand-oanked .u-.r^ p.r_
formed a rhreefold rask: frlming, printing, and proiecting morion
pictures. In addirion to its phenomenally small size, permitiing film_
ing to take place anywhere, the new portable suitcase-sized camera was
unique for its rapid installarion and viewing, which consequently
triggered a new style of filmmaking: the documentary. Thus, the
opera-tor could shoor foorage in the morning, process rhe film print rn
the afternoon, and then project it ro an audience that same evening.

On February 13, 1895, the lumiire brothers patenred their inien_
tion, and on March zz, just a couple of days following rheir very flrst
view, they organized a private projection at rhe Soci6t6 d'encour_
agement i I'industrie nationale in Paris, fearuring Vorkers Lear.,ing tbe
Lwniire Factory, followed by a discussion led by Louis lumiire. Back
in Lyon, on June rz, another projection of eight views for the Con_
gris des soci6tds franqaises de photographie was held, rvhich imme-
diately gave narional fame ro the invention as the members of the
association saw themselves for the first time "photographed in mo_
tion." However, I'hen compared chtonologically, the 1895 Ctn6ma_
tographe invention already had several forerunners in Etienne_Jules
Marey, whose Chronophotographe did not contain the perforated film;
Emile Reynaud (r844-19r8),3 whose praxinoscope did not rn-
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The Lumiire brothers, Louis (r864-1948) and Auguste (r86u r954), (Photo cour-
tesy of rhe Museum ofModern Art/Film Stills Archjve).

clude photography, and Thomas Edison, whose invencion did not
incorporate public projection. In othet words, the Cin6matographe,
which was instrumental in shaping the conventions of photographic
synthesis of the movement to reproduce the reality of life, was the
synthesis of three preceding discoveries. Bat generally speakiag, De-
cember 28, r89t, corresponds ro the actual birth date of cinema. It
was that evening that the LumiEre brothers presented their Cindmatog-
raphe ro a crowd of curious photographers and inventors in the Salon
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Indien, located in the basement of the Grand Caf6, t4, boulevard des
Capucines, in Paris, thus achieving the lirst public and paying ptojec-
tion in history (ten views of about fifty seconds each for thirty-three
spectarors in an informally assembled viewing room). Although not
completely documented a century later, the ptogram most certainly
included such vrews as Tbe Arrival of a Train at I4 Ciotat (L'arririe du
trair? en gale de La Ciatat), A Sfrinhler Sprinkled (L'arrLteur arttsd)e
probably the first fiction film known, Baby': lleal (Le repas de bibA, anc)
Canl Game (Partie {€carti).

For the Lumidre family, who never anticipated the new invention's
potentiality-having little faith in the future unfolding of a revolu-
tionary medium-rhe technical progress of the Cin6marographe was
merely a popular entertainment destined to supply traveling fair pro-
moters. The Lumidres' prediction, "Cinema is an art wirhout a firture,''
became famous and by overlooking the potential of the new inventron,
they realized roo late the consequences that their new invention would
have on an entire century (as opposed to the invention of color photog-
raphy, which remained their major contribution)- I7hile temporarily
retooling their factory for rhe production and sale of 6lm equipment,
the LumiEre brothers were still clever enough to instruct a group of
operalors on the use of the Cindmatographe and sent them to capture
images of the wodd (the locations were Venice, london, Dublin,
Berlin, New York, Chicago, Mexico City, Moscow, Jerusalem, Egypt,
Constantinople, Sydney, Indochina, .Japan, and Africa).

After the enormous success of the 6rst projection, the Lumilres sold
2oo cameras in just a few days and maintained an almost absolute
monopoly on the sale of film cameras for the next two years. Although
the first views displayed an obvious sign of amateurism, subsequent
films included impressionistic elements, which were deeply appreci-
ated by the contemporary public (in particuLar, the subtle movement
of the leaves in Baby't Meal). The first views were shot mainly to
chronicle contemporary moments or events and ran no longer than
6fty seconds- During that very 6rst year, the subject matter of each
view gradually evolved from simple actions to quotidian scen€s to
comic 6lms, in which a ptactical joke was staged as a single picture.
One of the mosr famous frlms was undoubtedly The Aniaal of a Train
at La Ciatat, in which a locomotive was featured enterinS the station.
The spectarors, unaware of the cinematographic process, could not
differentiate reality from this new "impression" of reality. Conse-
quently, many of the panic-stricken audience members jumped out of
their seats.

Although l-ouis LumiEre is often referenced as the main protagonrst
in the invention proceedings, Auguste acted as his technical adviser,
The new operators were instructed by Iouis how to film, print, and

FRENCH CINEMA
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The Cin6matographe (Photo courtesy

oF the Museum of Modern Art/Film
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The 6nt 6lm \Y/orAen bating tbe Lumiire Factary Qi sortie der uinu Laniire ) Lyn)

6lmed on March 19, 1895 (Photo courtesy of the Museum o[ Modern Artr'Film

Stills Archive).
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proiec. th€ir films. In addition, they were raught how to regulate slow
or accelerated motions with their hand-cranked cameras. From now
on, the new carnetamen-around fifty operators, including F6lix Mes-
guich, EugEne Promio, Chades Moisson, Francis Doublier, Gabriel
Veyre, and Maurice Sestier-would command all technical processes,
since many eflacts required actors ro perform against a background of
previously prepared film. They ventured outside to caprure the real
wodd and brought back r,5oo films, discovering new technical skills,
such as the first traveling shots (called panoramic views at the time)
from a train platform or Venerian gondola... The high quality ofthese
views and the technical expenise are asrounding. Despite the phenom-
enal success of the Cin€matographe, however, the Lumieres ended all
producrions in r9o5, returning to their main activity, photography,
especially color photography" (r9a| and rhe introduction in France
of the autarome process (r9o7). In conclusion, despite the ongoing
dispute of film historians regarding rhe paternity of motion picrures,
chronology attribures December 28, r895, as the srarring point of the
Cin6matographe's commercialization as a projection device. By r9oo,
at the Exposition universelle de Paris, other manufacturers, who had
already joined the cornpetirion, such as the Parhi brothers (Charles
and Emile), L6on Gaumont, and Raoul Grimoin-Sanson, directlv laid
rhe groundwork for rhe furure fi lm indusrry.

GEORGES MfLIiiS AND THE ADVENTUR,E OF THE
FIII\4 STUDIO

At the antithesis of the LumiEre cinema, which mainly focused on the
documentary and the reproduction of realiry. srood Georges Mdlids
(r86r-1938), whose li lms explored new frontiers within fantasy fic-
tion, rrick lilm, and elaborate mise-en-scEne. Despire the international
fame of the Lumiire Cindmatographe, film historians traditionally
consider Georges M6liEs the frrst genuine artist of motion pictures.
Unlike the Lumiire brothers, MdliEs did nor have a technical back-
ground, but lather a persuasive artistic inclination toward thearer,
visual i l lusion, presridigitation, and magic. In 1888, M6lids bought
the Robert Houdin Theatre, which specialized in magic shows and
pedormed numefous popular arrractions on stage. It is evident that
this theatrical background coupled with a high dose of magical tricks
laid the groundwork for his future cinematic feats of skill. Although
one of the thiny-three spectarols on rhe night of December 28, r89j,
Georges M6libs's requesr to purchase the revolutionary camera/projec-
tor was denied by the inventors themselves. Far from being discour-
aged, in r896 Mdlils turned to Englishman R. W. Paul the Lumibre
brorhers' main comperiror in Europe who by rhen retailed his own



Georges M€tiis's studio in Mootreuil (186r r9;8): the pioneer of special effects

and flm as an eotertainment form (Photo courtesy of the Museum of Modern Arr/

Film Stills Archive).

Georges M€liis's Tri! to the Moon (Le r0ilge iaw la l ne, r9o2).
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version of Edison's Kinetoscope, called the Theatrograph. Eventually
M6lids rebuilt and ameliorated the camera himself before venrurins
inro r inemarography.

During the last years of rhe nineteenth century, cinemarographic
creativitf, already debihtated by a generalized atis.ic plagiarism, s.as
at its lowest level, and the newly born cultural medium struggled to
renew its limited genres. French iilm, however, led by Georges M6liEs's
audacious vision, breathed fresh life into the new medium and became
a popular form of enterainment in Europe. M€liis rapidlv revealed the
scope of his ralenr and imagination by adding speciai efieccs onco the
film stock, as he developed a series of jointly artistic and rechnrcal
views in his own style. Ahhough his very first films were merely
remakes of short Lumibre-style views (never more rhan 5o feet), rhe
newcomer to filmmaking achieved his lirst editing special effect, in
October 1896, in a film entided "The Coniurinq ofa }Zoman ac rhe
House of Robert Houdin" (L' etcdultag( tl'k e daie thez Rohrt Houtlinl).
During rhe shooting, he interrupted the sequence for a few seconds
while lilming the actrs55, then resumed without her for the second
take. This resulted in her sudden "vanishing" and inspired Mdliis for
nrore trick films to come, for example, "The One-Man Barld' (L'horume
orchestre, tgoo) and "The Man with the Rubber HeaA" (L'honnne i la
ftte en cdzutcha/4c, rgor). Therefore, by using rhe narrative device of the
Robert Houdin Theatre on rhe screen, Georges M6liEs may be consid-
ered rhe 6rst storyteller in fi lm hisrory. In 1897, hr builr his own
studio the first filrn srudio ever made inside his hoqse in
Montreuil-sous-Bois, as well as his own film production company
named Star-Film, whose slogan was revealing of his artisric vision: Ze
noade ) partie de Ia main (The world is within reach). There, between
live hundred and six hundred films were produced during the next
fifteen years (sevenry-eight films in the first year alone), fiims tnat
helped shape the artistic and technical canons of cinematography.

\Zith a myriad of special effects, superimpositions, double or more
exposure, fade in, fade out, and painted-scenery backgrounds, MiliEs
generated a brand-new style. M6liis's major conuibution \,r,as the or-
ganization of his ficrional composirions around modern concepts of
filmmaking, such as scenario, cosrumes, makeup, barkground sit, ed-
iting cuts, and, of course, actors. Since his camera was always used in
a frxed position and almost never pivoted, secured on irs rrjpod, or
moved toward or away from its subject, irs cumbersome and stationary
setup cercainly could nor enable viewers ro enjoy different views com-
pared with rheater spectators. \(ell aware of his element, M6liis com-
pensated on the visual effect of technical editing, recalling his
memorable accidental anecdote of 1898, when his 6lm srock became
sruck inside the camera, thereby creating a sophisticated visual effect
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later called "stop motion." 'ifhile filming a carriage in rhe Place de ta
Bastille, the projection showed the carriage suddenly becoming a

hearse- Needless to say, this involuntary editing rrick inspired count-
less imirators. M€liEs created trick photography with the simple treat-

ment of the camera; he carried out delightful alterations by stopping

it and changing the scene, and achieved the impression of backward

movement by rotating the camera upside down and inverting the film.

The first infatuation of the public, evermore enthusiastic for the revo-
lutionary entertainment, rapidly evolved inro an increasing demand for
new visual forms (longer views, more nafrative with a real story line,
and increased sophistication)- In r9o3, the average length of frlm was
six minutes (over 3oo feet). By r9ro, each film lasted an average of
approximately fifteen minutes (9oo feet).

However, M6.liEs did not tale his fervenr inspiration from everyday
life, as the Lumilre documentaries did (although he shot Tbe Drryfut

AffairlL'affaire DrEfrs in 1899), but rather from a fantastic world of
fairy tales and magic. T p to tbe Maan (Le uyage dau la lune, rgoz)

constituted thifty chapters and required three months of shooting, a

high production cost for a total length of eleven minutes. M6libs's
lilm, which premiered in Paris, was the first important production tn
French frlm history. The story narntes the vicissitudes of the scientrst
Barbenfouillis (played by Georges M6lids himselfl, president of the
Astronaut Club, who, accompanied by six scholars, begins his journey

into space. A giant cannon projects the group in a shuttle toward the
moon. Once on the moon, they are caugltt by a snowstorm and seek
refuge within a cave. Inside, the inhabitants of the planet, the S6l6ni-
tes, capture rhem and take them prisoner to the couft of the king.

Able to escape, the astronauts flee and regain their space shuttle. The
shuttle falls vertically through space into the ocean and is brought
safely back to port, where the heroes are celebrated. Inspired by Jules
Verne's fantastic lirerature, the lilm's mise-en-scdne no longer repre-
sented cinema as a show, but rather an experimental format of filmed
narrative (usually utilizing a series of tablear-x)." Faithful to its initial
aesthetic, M6libs's camera, 6xed in the rear of the studio, was predes-
tined to present mainly long shots and as a result conveyed a claustro-
phobic s€nsation.

Despite an obvious but vain effort to copyright his producrions,
M6lids was never entirely able to control the distribution of his films
in competition with larger frlm companies, and to his detriment, many
counterfeit versions emerged all around Europe and the United States.
To protect the copyrights of his films distributed in the United States,
Mdlids's own brorher, Gasron, went to America in rgoz in an effort to

represent M6libs's interests, but to no avail. His final film, "Conquest

of the Pole'' (A la canqu?te du pdle. tgrz), clearly heralded the reason
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for M6liEs's decline and commercial failure. The public grew bored
with rhe reperitive aspecr of narration and the immobility of the
camera. Overwhelmed by the illegal copies distributed abroad, rn
particular in the United States, MdliEs went bankrupt in just a few
years. He was forced to sell the Th66tre Houdin, his own studio io
Montreuil, and eventually to withdraw entirely from production rn
r9rz. M6liEs did not teach anyone. Ahhough endowed with visionary
talent, he never adjusted to rhe rapidly evolving film industry. His
cinematographic career finished, he had to resort to selling manufac-
tured toys in a concession srand at the Montpartnasse train srarion rn
Paris. Nicknamed the "magician of Montreuil," or the bonme-orcbertre
(one-man band) of French cinema, Mdliis opened the door to modern
cinema, His humor, juvenile passion for fctional tales, elaborate back-
ground sets, and special effects inspired many American filmmakers,
from D. !7. Griffrtb to Steven Spielberg, making MdliEs the forefather
of modern cinematic science 6ctiorr.

GROWTH OF A NATIONAL CINEMA: CHARLES
PATHE AND LfON GAUMONT

French cinema was the first to organize its own film industry and wirh
this strengrh to assert irs€lf as an authentic art form. Following the
invenrion of the Cin6marographe, many state fairs, variety shows,
vaudeville houses, rented theaters, music halls, caf6-concerts, and even
fairground tents adopted rhe new medium to attract popular audiences.
Mainly suburban, French film viewers originated ar the very beginning
from working-class origins. A decade later, French cinema slowly
trrrned its back on fair attractions and embraced rheatrical traditions,
aspiring to reach Iarger audiences mainly by targeting a middle-class
audience.' l

In 1896, Charles Path6 (fi51-t957) and his three brothers, Emile,
Th6ophile, and Jacques, all businessmen who specialized in the com-
merce of phonographs, created the Soci6t6 Pathd FrEres Company ru
response to their vision of cinema as a possible future industry. After
acquiring George Eastman's European patent right, for film-srock pro-
ducrion, film sales soared, and the rapid expansion of the 6rm made
Parh6 the largest 61m production company in the world. During the
very first years (until r9o6), the principal goal was the mass producrion
of films, averaging six a week, mainly targeted to fairground managers
and popular audiences, While commercializing both projecors and
films, the rising company successfully persuaded most of its clients to
enter the profession of exhibition, consequently crearing an increasing
demand for the Pathd product. \7ith the collaborarion of engineer
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Henri Joly, the company, first located in Vincennes, then in Joinville-
le-Pont, began to construct film projectors (Ekn6tographe)'

After 19"o6, Path€ production 'r'as in full swing, with an average of

ten lilms a week. Vith the rapid increase of public demand, many

new film companies entered the motion picture business. In addirion

to the trvo giant lilm companies, Parh€ and Craumont (see below),

several others contributed to the growth of French cinema: Eclipse,

Lux, and Eclair studios (the latter stopping its production in r9I9)'

Soci6td Path6 FrEres specialized in fasr productions, then reinvested the

prolits in rhe cnmpany's agenda for the enhancement of the technical

quality of the company's 6lms. Each company strove to secllre eco-

nomic..,.cess through original technical innovations to develop pro-

ductions. One of the major steps was to finance swiftly the

establishment of film studios with the organization of proi-essional

rechnical crews. After r9o:, Path6 developed a branch network in

Europe (Milan, London, and Berlin) and the United States (New York)

with its most active partner, Path6 Exchange, thus creating a formr-

dable system for mass-producing motion pictures. Increasingly de-

p.nd.ni on the supply of blank lilm stock released principally by

i-.ri.un companies, Path6 manufactured its first French film stock in

r9o9. Motivated by competit ion abroad, Parhe 5qqn [g1anls 3n impor-

tarrr-outl"t for nickelodeon equipment in the United States as ir made

many types of phonographs and movre projecror equlpment'

By r9o5, Patb6 employed several production teams of directors,

chiei operators, screenwriters, set designers, and actors to make 'short

l i lms in an assembly l ine process. In August r9o7, Charles Parh6

decided ro halt sales in favor of implementing a system of rentals

rhrough an eflicient distribution network, rhe main concept of which

is stii in practice. Prior to this, frlms were simply considered.a fair

attraction,;mbulatory entertainment all over France' whose exhibrtlon

concepr was based on the sale of films (the price was determined by a

lilm's length in meters). Film prints were used until they wore out'

Once out of service, the film stocks were sent to the Path6 company in

Joinville-1e-Pont, where they were melted and recast into new film
-stock. 

Frorn the summer of r9o7 on, Path6 lilms screened in theaters

were rented to thearer managemenr thfough an influential newcomer:

the distribution company. Pathi also began to purchase movie theaters'

This "triple organization" of the lilm industry also triggered the im-

plementation of u tt.* vertical integration of the cinema industry:

production, distribution, and exhibit ion. The other signil icant conrri-

tution of the Path6 Company to French cinema was the intloductron

of rhe newsreel to theaters. A pioneer in rhe birth of newsreel footage,

which in turn became the foterunner of commercialized current-events
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foorage, Path6 began to screen, in t9o8, the first cinemarographic
newsreels, through the crearion of a new project labeled pathl-Journal.
Subsequently, Path6's major rival, Gaumont, also implemented similar
footage wirh Gaumotx-Actualit€t.

During the 1'ears just preceding World Vzar I, the presence of
French cinema in rhe world marker of films was enormous. Accordine
to lilm historian Jean-Pierre Jeancolas, rhe Parhi studios alone sold
twice as many lilms to the United States as all American studios
combined.'+ In addition, by r9ro, rwo-thifds of the world fi lm pro-
duction was by French companies. The collapse ofEurope, .r,rrru..d in
the international conflict, as well as the rise of nerv Nfest Coast irrves-
rors, initiated America's slow but solid domination in lilm, which
continues to this day. During the last years before the war, path6 had
begun to shifr its commercial ambition toward distribution ancl exhi-
bition, gradually reducing its overall production. The American pres-
ence in European markets became an ever-increasrng realiry, sinre mosr
film manufacturers and crews were requisitioned for the war effon. As
a result, the American branch of Path€, Parh€ Exchanqe, ensured the
surv jva l  o f  rhe  enr i re  in rernar iona l  ro rpora t ion .  A f te r  r9 r8 .  howcvcr ,
it began to disassemble its own multinational conglomerate by sellng,
one by one, its branches in Italy and rhe Unired States. It was renamed
Parh6-Consortium) Lrnril ir was sold to Bernard Natan, becoming
Parh€-Naran. In r93o, Charles Parh6 retired from the sroup. Ifith
the increasingly dominating presence of American films ln tie world
market, Path6, like Gaumont (see below), progressively limited its
activity to distribution (it resumed its production after \(/odd \(ar
II). Among the mosr important names who worked for path6 were
Ferdinand 7rcca, Llbe:t Capellani,'1 and Max Linder.

Despire Path6's commercial supremacy in the French cinema world,
no aatempt was ever made to secure a monopoly, as smaller companies
such as Gaumonr'6 and Eclair confidently compered. As a majoi rival
of Path6, alrhough smaller in size and ambition, the Gaumont Com-
pany, founded in r895, initially specialized in the sale ofphorographic
cameras and projectors (Chronophorographe: a camera-projection de_
vice engineered by Georges Demeny) and in r9oz, in a sound sysrem
called Chronophone, which was the equivalenr of a record player syn-
chronized ro the action on screen. Under Iion Gaumont $864-1946),
the 

-company immediarely entered the film industy wirh the prospect
of diversification of production (especially pro.jecr.ion derrices). tiom
t897 to t9o7, Gaumont delegated rhe responsibility of film produc-
tion to his own secrerary, Alice Guy (1873 1968), who became the
first female filmmaker (La ffe aux chaux, fi96), complering over two
hundred films through r9zo.'7 The company soon expanded to labo-
ratories and movie theaters throughout France, and in the eady r9oos,
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new movie houses began to replace popular boulevard theaters Later,

in r9o6, it t<iok the name SEG (Soci6t6 des Etablissements Gaumont).

In r9rr, Gaumont, an industrious Pacesetter in the development of

motion picture equipment,'s inaugurated what was at the time the

largest movie chearer in the wodd, the Gaumont Pa.lace (3,ooo seats).

It included an orchestra pit and was equipped with two proiectofs)

allowing a seamless transition between reels. In Paris and othef large

cities, the most sophisticated theaters usually included an orchestra
(from a piano to a small ensemble), and, on rare occasions, some

amempts were made to synchronize the dialogue with a live perfor-

mance fiom actors or singers hidden behind the screen.'e However, tbe

most common practice was knQwn as the tynchrctivtion uitaate or effit

de ry'el, which consisted of reading intertitles to the public. The ampli-

fication of the soundtrack began in r9o8 with Gaumont's ChronomJ-
gaphone, which often presented defective sound by capturing intrinsic

noise that caused some distutbance during projections. Many renowned

filmmakers worked under Craumont's patronage' such as l6once Perret
(Cbiltl af Pari:lL'enfant de Parh, r9r3), Louis Feuillade, Victorin Jasset,
Emile Cohl, '" Etienne Arnaud, Romeo Bossetti, Marcel L'Herbier, and

the Belgian, Jacques Feyder. L6on Gaumont linally retired in 1929,

and the firm merged with two other lilm companies to become the

GFFA (Gaumont-Franco-Film-Aubert) in r 93o.

THE INVENTION OF GENRXS: LOUIS FEUILLADE
AND MAX LINDIR

As rhe majotity of early film artists failed to expand the scope of their

production or to renew the paradigm of scenarios, the taste of popular

audiences began to evolve toward more sophisticated plots and genres.

Therefore, the demand for a wider variety of genres became more and

more apparent among moviegoers. The pioneers of the silent eta,

quickly aware of tbe unconditional change, began to work in all

different genres: documentary (Louis and Auguste Lumibre), comedy
(Max Linder). melodrama (Ferdinand Tecca), cime series (louis Feuil-

lade), historical reconstruction, and science fiction (as discussed, Geor-
ges M€Iibs).

The comedy genre, steadily the most Popular, gave French cinema

its first national and international stars, like Max Linder (t881-r925).

Born Gabriel-Maximilien leuvielle, Linder entered the acting profes-

sion through the Conservaroire de Bordeaux, under the pseudonym of

Lacerda. In r9o5, he moved to Paris to play his lirst supporting role

in a full-length frlm with Path€: I'a preniire tmtie d'un coll1gim After

discovering that his real specialty was comedy 9e uoudrait ttn exfant'

].1o9; Un mariage i. I'italienne, k: ddbut: lun Tacbtman, La malle aa
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mariagq r9r2: and others), he created the character of Max, a young
and elegant dandy from the upper class, a womanizer on occasion, who
relentlessly found himself in touble by indulging in burlesque chases
typically leading to a comical denouement. Like his successors Charlie
Chaplin, Busrer Keaton, and Harold Lloyd, linder was small in stat-
ure, and his tiny features enabled him to stand in marked conrrast to
his movie adversaries. Max Linder wrote and directed most of his 6lms
from rgro until his induction in \7odd War | (Max, Profereur ie
Taxgo, rgtz). Following a gas artack while on the front, he conrracted
a severe pneumonia, and never fully recovered. Linder's increasing fame
in France and Europe nevertheless led to a Hollywood contract with
Essanay Studios. His image corresponded with a situational and elab-
orated slapsrick comedy type, which mainly coincided with a parody
of romantic melodramas and classical tragedies. Endowed wirh a wild
imagination and an inexhaustible source ofgags, Linder may accurately
be labeled the lirsr inrernational movie star from 19ot to \924. Ir\
19: r, he returned to Hollywood ro ser up his own production com-
pany- His fragile health compelled him to spend long sessions in a
sanatorium, however, and after a last frIm, Le roi cla cirque (tgzq),
following a crisis of neurasrhenia, he committed suicide in Paris.

Vhat may best be remembered about Ma-x Linder's contribution to
the comedy genre was, above all, a new dimension for comic plot.
More elaborated and less vulgar, his new take on vaudeville influenced
many imitators worldwide- In addition, rhe chase genre, which char-
acteristically represented a character frantically running after another,
was by far the most praised of all forms of film comedy, since ir
somehow compensated for the lack of camera motions and the almost
total absence of sequence editing (at the rime, one shot often corre-
sponded to one scene, and the finished product Gatured a series of
scenes, not shors). Linder's legacy to world cinematography was tem-
porarily neglected by lilm historians, until a rediscovery in the r96os
placed the French actor alongside Chaplin.

The second most popular genre was represented by the so-called
historical reconslructions or period dramas. At the end of the first
decade of the twentieth cenrury, an extraordinary array of important
feature fi1ms were targeted toward serious artisric filmmaking, gather-
ing the most important artists of the time (screenwriters, playwrights,
actors, and composers). Because the French public displayed an obvious
taste for reconstituted currenr affairs, certain filmmakers did not hesi-
tate to adopt the new genre, for example, M6libs's 1899 re-creation of
the affaire Dreyfu: (Dreyfus scandal) in eleven episodes."

ln t9o7, a lilm company labeled Film d'Art aimed to produce one
of the most ambitious historical 6lms ever made. Because of the high
expectations of audiences, many film companies did not hesitare io
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Max Liflder (1883 1925), (Photo courtesy of the Museum of Modern Art/Film
Stills Archive).

take a risk on rheir financial investments, for instance, the r9o8
production by two distinguished members of the Com6die Frangaise,
Andr6 Calmettes and Chades Le Bargy's The Astassinatian of the Dac dc
Guirc (L'astassinat du duc dc Gaie, r9o8). This flamboyant productron,
rhe accompanying score of which was written by Camille Saint-SaEns,
experienced narional acclaim and remained a cultural landmark rn
French 6lm history for many years, It ultimarely failed, however, to
take the necessary ctitical distance from the origin of its inspiration,
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namely, the srage (many film historians even considered it the forerun-
ner of the future "canned theater'')." The national success of 7/e
Astassinatiott rf the Duc de Gaite encoutaged many imitators such as
Path6's S€rie d'art, Gaumont's Film esrhCtique, and Eclair's Associarion
cindmatographique des auteurs dramatiques. However, in the r9zos,
the historical genre quickly lost ground at the French box oflice and
ended its productions with the advent of sound.

Among the successful genres of rhe first decade of French cinema,
drarnet vntine ra x, or melodramas, were regularly praised by the pub-
lic. One of its most famous directors was the Corsican-born Ferdinand
Zecca (r861-t946), who entered the fi lm industry in 1899 under
Charles Pathd in rhe production of phonographic cylinders. Zecca rs
one of the mosr signiEcant cinema pioneers, challenging M6liis's his-
toric position. In r9oo, when Charles Parh€ moved away from his
brothers and creared a new studio in Vincennes, be brought in Zecca
to give rhe young company a new sramina and flair in film design.
Zecca eventually persuaded Path6 to widen the scope of the studios'
lilm catalog (mainly documentaries) and to embrace liction projects.
Later, Zecca was designated to represent the Path6 Company at the
rgoo Exposition Universelle. like M6liis, Zecca carrted. I.ris initial
inspiration into the popular-theater scene, directing the crime melo-
drama Histoire d un rirne (r9oz), as well as the realist and moralist le.r
t ictixtcs de l'aloolisnte (t9oz). Hitoire d'un crime rs the story ofa murderer
(fean Liezer), who, after killing a bank employee, is arresred in a
nearby caf6. \7hile in prison, he relives his past through a series of
dreams until rhe day of his execution. The realist element, omnipresent
throughout the story line, was directly inspired by Frencl.r popular
theater of the turn of the century. Police authorities, however, imposed
their censorship on the 6lm, compelling Zecca to remove certain shots,
in particular rhe final execution scene. The malor innovation of the
film relied on irs thematic approach to the melodramatic narratives
and its biting social commentary. The iuxtaposition of past and present
within the same scene was an important technical and stylistic inno-
vation for the ea y silenr 6lm era. Following consecutive producttons
ofa biblical narrative, La pauiox cle xotre Seignear (r9oz), and a reenact-
ment of true evetts The Ffiixg Macbine (La conqu4te de /'air, rgoz),
Zecca was promoted to general manager of the Charles Path6 Iilm
company in r9ro. He moved to New Jersey a couple of years later to
manage the American branch of Parh6 Exchange, returning to Ftance
in rgzo to lead rhe Path€-Baby Company, producers of cameras.

One of the most characteristic feaures of French cinema in the early
rgoos was the inrerest in the so-called cixd-ramans, also described as
serials. Mostly crime serials, they were usually action-oriented narra-
rions evolving around one rype of subjecr matter or even a single main
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charactet. With this genre, one can easily recognize the special rela-

tionship between popular literature and the seventh art, which was one

of the most significant characteristics of the eady silenr films in

France.'5 Set designer and fi lmmaker Victorin Jasset (r862-i9r3) ts

the inventot or forelather of the cinematographic thriller' having taken

his inspiration from the American-newspaper comic srrip. He directed

Aamturet dc NicA Cdrtel (rg06-r r), the origin of the serial. This genre

was popularized through the talents of Louis Feuillade (J87 3-1925),
who used famous Parisian locations and evoked a new atmosphere of

suburbia. Due ro the ruthless (but mostly civil) comperition berween

the major film companies during the mid-r9ros, Path6's Amelcan

associate Path6 Exchange launched the American actress Pearl $/hite

with a series of films dedicated to the My$iret de New Yorh and the

Exploit d'Elaine (eighty episodes by r9r1). In the meantime, American

filmmaker Raoul \('alsh developed the genre in America with Tbe

Gangster and the Gi (tgrQ and Regenuation (1915). Interestingly

enough, the predominant themes of eady French thrillers revolved

around the representation of redemption as the criminal character

begins to regret his crimes.
Eaget to respond to Path6's commercial olxration, Gaumont

launched its own crime-thriller series with rhe contributions of Louts

Feuillade and his populat characters, such as the detective Jean Der-

vieux, played by Ren€ Navarre (Le pructit, L'aubliette, ltx coarse aux

aillians, rgrz). Journalist for the right-wing royalist press, Feuillade

began writing scenarios for Gaumont around r9o1 and became a

diiector after 19o6. In r9o7 , he was chosen as new head of ptoduction

in charge of supervising all Gaumont productions. Although his career

included more than six hundred films and more than one hundred

scenarios, Feuillade is remembered for the Fantdmas series'. Fantimar

(rt1t3), Juue clntre Fdntiryar (.Ju,e agailst Fant1mat, r9r1), Le laort qai

t&e (The Dead Man tVho Killed, t9tl, Le faux magittrat (r9r4), and

F4d6flar contre Fantdm.zs (Fantinat agaitlst Fantluat rgr4). In r9r3,

Feuillade adapted the famous sertal Faatiruas, written by Pierre Souves-

tre and Marcel Allain, which by then had already become a popular

classic. Fant6mas, genius of evil and "Emperor of Crime," was a nega-

tive hero who challenged the police authority, led by the incorruptible

police Inspector Juve, and Jer6me Fandor, a reporter for the newspaper

l-a Capitale. Through concealed identities and various astute strata-

gems, the protagonist robs, tortures, and kills countless victims all

over Paris, and naturally escapes in daring rescues. Larer, Feuillade

continued with the new series lsr Vampitet, followed by another one

called Judtx. The prestige Feuillade exened on the early thriller was

predominant unril rhe mid r92os. Gaumont's l*: Vanpira responded

ir, . sl.y .o Path6's earlier serial, L€J rttJstares de Nzu' York, produced by
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the American division of Path6 and released from November r9r5 to
June r9r6. Let Vanpires was a ten-episode serial, which namely felter-
ated the fantastic elements Fresent in the Fant6mas 6lms. At the same
time, it surpassed them in deprh by adding a new dimension of
corrosive wit, nightmarish events, filmic pragmatism, fictional horror,
and sardonic humor. ler Vampira was a sort of criminal fresco under
the form of popular cin{-raaan and featured the exploirs ofbloodrhirsry
thieves led by the unconquerable and mysterious Irma Vep (anagrarn
for vampire), whose erotically charged female body would mesmerlze
audiences. Practicing mass or serial murders, kidnapping, poison gas,
and sexual domination to gain physical and psychological power over
Parisian bourgeoisie, the vampires exerted, on and off screen, an un-
Frecedented shocking fascination among the French. For instance, the
correspirnding role of inspector Juve (from rhe Fanrdmas series), the
hero played by journalist Philippe Gu€rande (Edouard Mat€), became
even more passionare and excessive in his unpromising task eventually
to capture the gang of vampires- On a purely aesthetic level, the
representation of the villain itself in black tighrs and aggressive
makeup rendered rhe concept of crime films even more distutbing for
audiences of rhe r9ros. Upon rhe release of irs very 6rsr episodes, rhe
French Ministry of the Interior ternporarily forbade a couple of se-
quences since the film represented the deference of organized crime. In
the history of crime serial frlrn, Les Vaalira ofren triggered greater
popular and critical artention when compared to the Fant6mas series
because of irs modern mythology, which entered directly into the mass
culture of the early decades of the rwentieth cenrury.

The existence of the popular series was shortJived, however, as a
tesult of the worsening conditions of rhe war, as well as rhe need ro
shoot many sequences ourdoors due ro a serious lack of matetial,
indirectly generaring some incoherence wirhin rhe srory l ine- Howcvcr,
the myth of Fantdmas and rhe vampires was seminal in the develop-
ment of suspense films and thrillers throughout Europe during the
rgzos. It also inspired Surrealist 2rsi515-116s1 likely for its outward
sign for provocarion and disorder-ind directly influenced the German
Expressionist artists of the decade. Championed by the Parisian Surre-
alist artists for its latent anarchisr look and the moderniry of its plots,
the Fant6mas series even had its own fan club. Guillaume Apollinaire,
together wjth Max Jacob, founded rhe Saciiti de: Amis de Fatiaat jn
r9r 3. In addition to the direct aftermath of its popularity, Feuillade's
adaptation commanded considerable attention during the r92os, as
writefs, such as Blaise Cendrars, Jean Cocteau, and Robert Desnos, and
artists, such as Juan Gris, Yves Tanguy, and Ren6 Magritte, assrmr-
lated the Fantdmas motif into their work, and in panicular authors
with their auromaric writing, This trend was all the more paradoxical,
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since the authors of the Fant6mas series, as well as Feuillade himself,

stood light-years as'ay from the political and aesthetic belief of the

Surrealists themselves. In reality, the intensely "fantastic poerics" of

Fant6mas surpassed the intended initial ideological limitations of its

production. One of the teasons for the apparent lack of logical scenario

de.relopmenr in rhe series that attracted the Surrealists was the absence

of actors because of the war. Actors were mostly wofking during their

free time before returning to the front, which resulted in a disconrin-

ued quality to [ln-rs. Falling into oblivion with the coming of sound,

and despite the Surrealists' endeavors to Perpetuate his legacy by

professing the sharpest admiration for him, Feuillade was only rehabil-

irated subsequent to \fotld rwar II (t939 4) thanks to a group of

assiduous cinipbiles. One of them was Henri Langlois, who rescued

many of his films after 1936 with the creation of the French ciny'-rlah

(film club) with lilmmakers such as Georges Franju (cofounder of the

Cin6mathique franEaise), Alain Resnais, Frangois Truffaut, Jean-I-rrr:
Godard, and Luis Bufruel.

AVANT-GARDE CINEMA, FRI,NCH IMPRESSIONISM'
AND SURR.EALISM: LOUIS DEILUC' ABEL GANPE'
MARCEL L'HERBIER, LUIS BUNUEL, AND RENE
CLAIR
\With the emergence ofabsrract art, Dada, and Surrealism the move-

menr founded by Andr6 Breton-in rhe arts and literature, the seventh

art was soon incorporated as a new, experimental, yet prolific medium.

One of the mosr significant reasons for the grolving presence of Frenc h

Impressionism, along wirh commercially oriented productions, can br-

explained by the clifficult economic times, which penalized the French

EIm industry. Consequently, many frlm producers, who had already

lost their financial edge on international markets, were open to the

experimentation ofan alternative rype of cinema Because many French

film companies were small businesses, mostly specializing in the dis-

tribution and exhibition of Hollywood product, lhey tended to avoid

investing in problematic national productions, which, aside from fac-

ing high taxes, never guaranteed profit 'a

Avanr-garde filmmakers' maio goal was to explore cinema as an art.

Vith a ner. personal vision of the artist, the Avant-garde rtansposed

through cinema the processes of deconstruction involved in literature

and found its landmark with artist-authors such as Colette, Jean Coc-

teau, Blaise Cendrars, Guillaume Apollinaire, Andr€ Breton, Pierre

MacOdan, Cubist painter Fernand l€ger, and photographer Man Ray.

Although Avant-garde film theorists claimed that the new style was a

synthesis of the other arts, all unanimously rejected the inspirational
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potenrial of srage drama; their focus remained graphic and not narra-
tive. Considered a cinema of "intellectuals for intellectuals," French
Avant-garde 6lms-whether Impressionistic or Sunealist-represented
a collective initiarive from many different artists (mostly novelists) and
were led by one film theoretician, Louis Delluc (t89o-t924). Formedy
a journalist and literary crttic at Le joumal du Cinr'-Chb then Cin6a,
Delluc began to write screenplays for directors such as Germaine Dulac
(r882-r942) for her La jite etpagnale (Spanib Fiesta, r9t9), as well as
her best film, Tbe Snilittg Madame Betdet (La souriante trladame Beudet.
r9z3) and Tbe Little Kid (Gouette, rg23), or for Jean Epstein (t8t27-
1953) with Tbe Red Inn (L'a erge ro ge. 1921). Although a fervent
admirer of Hollywood cinema, which at the time represented a major-
ity of all screenings in France, Delluc's srance and crusade, much like
the Cahiert du dnbra's three decades later, pleaded the cause of 6lm
crit icism and fi lm education as well as l nil cinema liberared from
the dictatorship of drama scenarios and literary adaprations. Along
with many other film crirics, Delluc, who had turned director during
the war years, enrertained the hope that cinema could consritute a
Iiberated form of popular culture mainly through symbolic expression
and psychological explorations. Using original scenarios, Delluc under-
scored the crucial importance of a photogenic aesrheric as l i lmic lan-
guage; his ftlrr's Fner (F iiare, rgzr), a melodramatic story ambianced
in the seaporr atmosphere of Marseille, and The \Xfonar 

ftom Nou,here
(La fernme de nalle ?a/t, r9:z) aftested to rhis aesrheric. In Nlarch r92.1,
Delluc clied suddenly, leaving behind a small but essential legacy for
future film studies. Louis Delluc and Ricciotto Canudo were credited
with forming the first significant cind-club in France, whose members
wefe prestigious celebrit ies of rhe 6lm industry: Jean Epsrein, Abel
Gance, Marcel L'Herbier, Germaine Du.lac, Colette, and Andr6 Gide.
In 1937, his name was chosen for the prize awarded each vear to the
besr  Fren .h  f i lm rPr ix  Lou is  De l luc ) .

Never able to reach general audiences because of its omnipresent
elements of dark humor, rhe Surrealist cinema was often scorned in its
early decades by mainstream art arl-) Iiterary critics. Considered a
useless demystilication and an imperrinent experiment meanr ro
merely defy aesrheric and social taboos. Surrealist and Avant-qardist
cinema was known to be an art screened for rhe satisfaction of inrellec-
tuals and therefore consisred of low-budger films evolving ar rhe pe-
riphery of rhe indusrry. French Avant-garde cinema of rhe rgzos
usually involved a legal and cultural outcome, as filmmakers stood at
the lorefront of the creative process, overtaking the credit of producers
themselves. Directors, such as Cocreau, Ren6 Clair, Marcel L'Herbier,
Luis Buiuel, and Jean Renoir, were considered the authors of the films
and could claim intellectual enrirlemenr on rhe movie once released.
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The new style of the Art D6co background set, in Marcel L'Herbier's 
'l he Inb*ttt'ztt

)ne (L'ixhnn ne, 1924), (Phoro courtesy ofthe Museum ofModern Art/Fitm Stills

Archive).
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just like any artisr, painrer, or musician. For tbis particular reason,
Surrealist cinema developed a persistent nonliterary approach, which
displayed an overstated tendency for psychoanalysis rather than narra-
tive, and in some cases it overthrew the already established aestheric.
Vhether the authors personalized the screenplay or not, they remained
closely connected to the process of producrion, since rhey were rhe
ones on the set who were able to scrutinize characters' performance
through the camera lens. This cin(ma cl'auteurs (authors cinema), initi-
ated in France prior ro the noauelle rague rhetoricians, was the symbolic
icon of all great directors, from Abel Gance to Renoir. The Surrealists'
enthusiasm for the so-called primitive epoch of silent films resulted in
a profusion of nerv filmmakers, which anricipated the groundbreaking
movement of the r96os French New Wave (mainly poets and authors
turned directors).

Far from secluding themselves in a cultural ghefto, the new lilm-
makers acknon'ledged the influence of other preceding or conrempo-
rary fi lm artists, such as Feuil lade's crime serials, the comedies of
Chadie Chaplin and Mack Sennett, horror 6lms such as Robert
\(iene's Zle Cabinet af Dt Caligari (r9r9) or Friedrich \(/ilhelm
Murnau's Nnferata (r9zz), and many more. \fith rhem, a new cine-
matic language surfaced visual associations, sudden slow morion,
overimprs55isn, nonlinear narrative discourse, a lack of narrative se,
quencing, and no analytical editing-which was mainly characrerized
by an absence of logical causality in 6lmic narration and whose main
distinctive feature was to separare and reassemble captured images on
an imaginary level. Antonin Artaud, Blaise Cendrars, and Robert Des-
nos, who wrote many Surrealist film scenarios, reevaluated the conven-
tional narrarive strucrure and contenr of rhe interior psychologjcal
realm of the dream, and evenrually offered a new king of filmmakrng
rhrough their visual .insolence and provocarion. One of the initiarors of
Surrealist f i lmmaking in France, luis Buiuel (rgoo-r983), was an
active figure of borh silent and sound Surrealist cinema. Characteriscic
of his work was the rendirion of atmospheres designed to upset the so-
ca1led bourgeois cinematographic ethics (such as featuring a close-up
of an eye being slit 6y a razor blade) as well as to mock other
Avant-garde arrists, Vith the collaboration of Salvador Dali (who
conceived the background set and the experience-dreams), Bufluel
adapted to rhe screen his own poem, entitled "Un perro andaluz,"
drawn from an earlier book ofpoems. The short film became known as
An Adalusian Dog (.Un chien andalou, r9z9). In his elaborated images
and aesthetism, Buffuel chailenged Avant-garde's emphasis on form
and camera "rricks" over subject matter, The contemporary spectator
was led through many detours and convolured psychological associa-
tions in the course of this unusual cinematic odyssey. into what could
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be the exclusive function of a motion Picture: the sanitization of reality

into a few intewals of passionate desire, antagonism, and ecstasy The

critical success of The Golden Age (L'age d'or, r91o) secured Buii,uel a

contract with Metro-Goldwyn-Mayer, which he rurned down atrer a

visit to Hollywood in r93o In r946, Buduel moved totrfexico, where

many ofspain's intellectnals and artists had emigrated after the Spanish

Civil \Var, He returned to Europe only in the r96os (see chapter 5)

Authors such as Ren€ Clair and Marcel L'Herbier advocated for

<liversity in technical innovation and offered extraordinary Art D6co

,.t p.od.,.tion, (for example, designs by Robert Mallet-Stevens for

d[oieylL'argent, r9z8). This new modetn look of background set' di-

r"ctly infu"en.ed iy the Art D6co style recently launched at the r()25

Paris Exposition des arts d€coratifs et industriels modernes, became

one .,f the maior visual trademarks of Impressionist fiLnx such as

L'Herbier's Tbi Late tr[athia: Pasc,zl (Feu Matbias Pascal' t9z5), anc)

Tbe lxhuman One (L'inhumaine, r9z4). Background sets were designed

by artists Fernand L6ger and Robert Mallet-Stevens Born Marcel

Lihebarium, Marcel L'Aerbier (r888-rqzq), a playwright, poet, and

essayist, was assigned to the cinematographic unit in the French army

durine \World \iar I. As an influential ligure in the development of

the Fiench Avanr-garde, L'Herbier's 6lms regularly integrated works

of notorious artis[s from other fields, including painter Fernand Leger

and architect Mallet-Stevens. L'Herbier's experimental silent lilms and

theoretical writing exerted a strong influence on cineasts, such as

Alberto Cavalcanti and Claude Autant-Lara However, with the com-

ine of the sound era, L'Herbier's passage to the new medium proved

diifrcult, as his apparent, solid innovative vision shifted to produce

mainstream lilms of average qualiry. One of L'Herbier's most signi6-

cant contributions to film history was his responsibility for rhe estab-

Iishment of the Institut des hautes 6tudes cin€matographiques

(IDHEC) in 1943. There, many future celebrated filmmakers began

their apprenticeships: Alain Resnais, I-ouis Malle, Costa-Gavras,

Claude Siutet, and Pacrice Leconre' to name a few

Along with the Surrealist movement, which could never reconcile

pop.rlai and intellectual audiences, many filmmakers of rhe rgzos

ioliowed the lead of Impressionist artists as they successfully blurred

the frontier between accessible entertainment and art Perhaps the

most famous name among all French filmmakers of the silent era is

Abel Gance (r889-198r) Gance began his career as a dramaric stage

actor and screenwritet. After appearing in his firsr film' Moliite' ro

r9o9, and writing a few scenarios for Gaumont, Gance was drawn

to**d u -or. unconventioflal producrion type. His 6lms were char-

acterized by epic subject matter and historical frgures Following his

first nationul zuccess, Tfu Vhut (La taue) :1923)' a new style surfaced
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among French filmmakers, a new Romanesque eloquency through
motron pictures. Adapted from Pierre Hamp's novel La /,ue. this
lengthy melodrama narrated the senrimental b;r rempcsruous relauon_
sh ip  be tween rwo characr r rs .  Norma t1 l ry  C lore)  rnd  S is i f  (Sever rn
Mars), a railroad rnachinist who after adopting Norma as an orphan
later develops a passion for her as an adulr. Vith more than a. yiur of
shooting, an endless montage sequence (a meticulous editing procedure
rhac  r r immed rhc  6 lm s  durar ion  f rom rhr i t y - rwo ro  t *e iu .  , "e ls ) ,
reduced from eight hours to four hours of projection, and three years
in prodnction, La roue betalded Gance's future Impressionisr inrtra_
tives, which shaped the last years of French sileni cinema. Gance's
sryle already had taken shape as he successfully demonstrared pro6_
ciency in new lilmic techniques. inrroducing rhe pan<rramic sJ.ee.,,
sound perspective, and the superimposition of shots. In addition. the
characters' menral sfares were {aithfuIly rendered rhrough a series of
fast-cut editing, generating an idiosyncratic visual rhyihm. But for
many 61m historians, the turning poinr of Abel Gance's career occurred
with his masterpiece, Napoltan (r92j), ot Napoldon ua par Abel Gante,
starring the mesmerizing Albert Dieudonn6. First conceived for a
triple screen, Gance envisioned, then orchesrrated, an innovative ver_
sion of wide-screen vision, which employed three synchronized cameras
to be projected on three separate fiames (triptych screen). Gance,s
cinematographers (among whom was the young Henri Alekan)
achieved a new fluidity in their camera work rhar resulted in hilrh
realism and a fast editing style (for example, cameras flying rhroulh
the air otr wires, falling off cliffs, or strapped to a runawav horse's back
dur ing  bar r le  scenes) .  Gdn(e  s  o r ig ina l  s io ry  l jnc .  wh ich  was imp l ic ic ly
inspired by the format of D. W. Griffith's The &rth of a Natittt,
corresponded to a length of between six and eight hours and rvzLs
organized around eight chapters: Bonaprr.., yo*,h, the French Revo-
lution, Campaign in Italy, Austerlitz, Nfatedoo, Saint Helena, and so
on. The lilm was all the more revolurionary because of its scope and
length. Unfortunarely, only the 6rsr three chaprers were rerminared.

\fith over one rhousand extras and a total cost of zo million French
francs, the lilm severely hampered the stamina of Gance,s furure frlm
career. Producers became relucrant ro endorse his high-budget pro;_
ects. As a resuh, Gance never regained any sort of cfeativa aorrtrol i.,
iuture assignments. Napol1on premiered in Polyvision with a full or-
chestra on Aprll z1, r92J,at the Operain paris. Interesringly enough,
several versions of Abel Gance's Napollon were reedited and .l,.nt.rnlly
sonorized in r91t, 1942, 1951, and r97r (at the init iarive of f i lm
director Claude Ialouch, Bana?arte and tbe Reualation/B0nat).2rte et 1,1
R&,olution). Finally, a reconstructed version of che 6ve hours was re-
leased by film historian Kevin Brownlow at the 1979 Telluride Film
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Abel Gance's grandiloquent masterplece, N,tpallon (1927) ak'a Napolian r'/ ?ar Ahel

Gaate, sarring rhe mesmerizing Albert Dieudonn€ (Photo courtesy oi the Museum

of Modern Art/Film Stills Archive).

Festival. Two years later, Francis Ford Coppola also screened a longer

version at Radio City Music Hall in New York City. Other significant

works of Abel Gance include 1 Accurc: That ThE Ma1 Liae Q'accusei'

t971\, BliutVen^ (Ia Vdnus ax)eugle' L94r)' Caprain Fratasse (I e Capi-

tiini Fracasse, 1942), and The TutEr of Nuk (I'a Toar de Netle, t9t4)'

I{/ith Abel Gance, the influence of theater obviously remained part of

his inherent arristic background with sound individualistic actors'
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pedormances, but it was more the concept of mise_en_scEne, which
was effeL rively perfecred, rhat appeared as pioneering to many.

The maturity and momenrum of French Avant-garde .io.^o, ,r,
parficular irnpressionistic, .in the rg2os were partially rhe resulr ofrhe
growth of the French film spirit in its 6rsr and sec<.rnd decade of
existence. The linal ten years of the silenr era laid the eroundwork for
the prolific new directing talents of rhe sound ,,.o..rr.", yer ro come
(including Ren6 Clair, Jean Renoir. Marcel Carnd, and jean Vigo).
Born Rend Chomette, Ren6 Clair e89B r98r) began his .nr.., u, u.,
actor playing in Louis Feuillade's t9:r series L'orfbeline and parivtte.
Later, patallel to a writing career (as novelisr anJ essavisr). he served
as. assisrant to l i lmmaker Jacques de Baroncell i. His first silent f i lm,
Tbe Crazl Ray (Pati q clort), was complered in 1923, bur rhe real
turning point for Clair occurred with a short fllm entitl'ed Enttacte
(r9:4), featuring many celebrities of the decade (painters, wrrrers,
musiclans, and journalists). The 61m, which inirially was destined to
serye as a visual intermission before features, was later screened at the
famous Studio des Ursulines in Paris. Clair's Entr'acte was also reminis-
cent of the aforementioned auromaric wtitrng (1critare autam4tique) so
dear to the Surrealist movement, and its rechniques of intense emo_
tional manipulation of audiences unronscious desires. Clairs most
significant silenr films include TDe Imaginary Voyge (Le toyage inagi-
naire, r9z5), PrE of tbe \Yind (La proie clu rent, t9261, and An ltaliat
Strau, Hat (Ua cbapeau de paille d'Italie, r9u 7), srarring Albert pr6jean,
OIga Tchekowa, and Marise Maih. Adapted from the famous EugEne
Labiche's vaudeville, An ltrrliax Strdu Hat was a combination of
American-style chase movies and trademark French Jmpressionrsm.
The crit ical success of the fi lm gave Rend Clair rhe confiden.e an.l
momentum to renew an almost similar experience a few vears later. At
the beginning of rhe ralking-pic.u.., ..u, he directed Tb, Alillia,t (Le
ni/liox, rglt), rvhich remains one of the very few French musical
comedies. Throughout the lasr years of the silent era, Clair directed
some of the mosr original and admired works of early French cinerna,
including anorher landmark m:ustcal, IJtder the Rooft of paris (Sout les
nits de Pari:, r 93 o), and rhe grear cl a-ssic sol jal sari re ia*lou fo+ I \ (A
naus la libert6, t t23t).

The silenr film era would com€ to an end wirh two major eveots,
both of which were marked by innovations or events from across the
Atlantic Oceant rhe invention of the first ''talking 

pictures,, in the
United Stares after r9z7 and the economic turmoil followins the \trall
S t ree t  c rash  o f  Ocrober  r9 :9 .  Th is  new rurn ing  po in r  o f  ta lk ing
pictures clearly gave rhe French 6lm industry a new vitality within tts
creative and organizational structure and heralded the comins of the
golden age of French cinema.



Chapter z
The Golden Age of French
Cinema

Tbe SrJle of tbe r93os

Tbe Talkies

Frcncb Cinema and Economic Recession

Verbal Cinema or F ilmed I'ang*age? Matcel Pagnol

Beyond Filmed Tbeater: Tou,atd Poetic Realism

Artists ana Matters of Poetic Realism: Jean Gabin, A etty,

Marcel Catw6, Jean Re*oir, andJean Vigo

Cinenatograpb! and tbe Poetics of Images

\X/ith the birth of sound in 1927, French cinema of the r93os was

able ro reflect all aspects of French society through a major artrstrc

current: poetic realism, a filmmaking era that began with the after-

math of ihe rgzg stock-market crash through the outbreak of \(orld

\Var II in September 1939. Shaped by seismic social and politrcal

events, Ftench filmmakers of rhe r93os created masterPieces that some

seventy years later stand as landmarks of cinema. \rith the support of

small-scale production companies whose insignilicant capital base often

could not contracr personnel, directors nonetheless produced these

great films. Jean Renoir's Grard lllasion (l'a grande illa:ion, 1917),

i{arcel Ca.ni's Da1ltreak (Le jow se ldue, ry39), and Jean Yigo's Tbe

Atalante (L'Ataldnte, t9341 are just a few of the great achievements of

the golden age of French cinema All were strongly influenced by the

unrivaled prestige of "populist literature" (lhtitature lop irte), a Lter-

ary movement that included authors such as Pierre MacOrlan and

Francis Carco.

THE STYLE OF THE r93os

The origins of rhis passionate artistic period go back even before the

crash of 1929. For a long time, rhese difficult years were considered ill-
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fated since already 1]1s cu)tutal and cte&tiye movements linke<l to the
rgzos' utopia had vanished with the disastrous aftereffects of Wodd
\Var I. The wreckage of the Great ld(/ar actually served fi_rrure conllicts
(Hitler seized power in r933, Franco became the Nationalist leader rn
Spain in r936, Austria was invaded by Nazi Germany in r938). These
wounds were forever inscribed within each European nation, and even
the most radical Avant-garde srreams (Expressionism, Cubism, Dada-
ism), could not compete with the hastened pace of the r93os. The
hope in progress, the joining of humanism to science wirhin rhe
projecr of an enlightened new society, where artistic creation woulcl
occupy a predominant role, was no Ionger perceived as historically
logical- Taking the long historical view, the decade of the r93os rs
today often recognized as a return to order.

Despite the world crisis and the endless debate "extreme rieht-
extreme left," France was successfully able to command international
attention by dint of its many arrisrs, scholars, and intellectua.ls. Above
all, it was the rg3j rVorld's Fair in Paris that epitomized rhe French
genius. The great decade also marked rhe founding of rhe ahopostale
(air postal service) and a generarion of reckless airplane pilots. pilot

Jean Mermoz mulriplied his exploits, cteating a link between France
and Africa, then larer the Andes and the rest of South America. On
the seas, the French presented the great ocean liner Narnandie to the
wodd in 1935. This prodigious ship, a ''moving 

museum" of decora-
tive arts of the time, provided a luxurious escape from rhe morose
atmosphere of the prewar era for irs fotunate clientele. French music
was also omnipresenr in the lTestern wodd, with sinqers like Maurice
Chevalier and the composer Maurice Ravei. On rhe thearrical and
literary scene, Sacha Guitry, Jean Cocteau, and Jean Giraudoux re-
mained in the spotlight.

At the turn of the new decade, with the beginning of tragic events
such as the political and financial scandal known as rhe Stavisky affair
in 1933, which cast a cloud of corruption on the political system, the
rise of fascism in Germany that same year, and the eventual eruption
of the Spanish Civil Y/ar in 193,6, many French Surrealisr arrrsrs
adopted communism or even anarchy as their political inspiration (i.e.,
Louis Aragon's role in the French Communist Party). In literature. the
Surrealists' involvement was lead by Andre Brecln s Nadja \Nartja,
r9z8) and Louis Aragon's Le payan de Paris (Tbe Night-Walka, t9zo1.
In poetry, Paul Val€ry, Paul Claudel, Frangois Mauriac, Saint-John
Perse (pseudonym of Alexis L6ger), and Paul Eluard dominated. In the
field of 6ction, the literary scene saw the emergence of some ofFrance s
most popular writers, such as realist novelist Anroine de Sarnt-
Exup6ry's Val dt nuit (Night Fligbt, r93r), who presented a new look
from rhe traditional diary novel form, Marcel Aym€s La Jaaent wte
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(The Green Mare, 1933), and Jean Giono's Regain (Haruut. r93o), or

spirirual authors such as FranEois Mauriac's Noeud de aipiret (Yiper:'

iangle, r97z) and C6line's Vulage au bout de la nuit (Joutney to tbe EwJ

,tf tie N)ght, r93z). On the stage, the popular successes of- Marcel

Fagnol's Marin, (Malias, 1929), a colorful comedy of Provence folklore,

although ignored by the critics, rriggered an immense triumph, result-

ing in the adaptation of his comedy to the big screen. Jean Cocteau

and .Jean Giraudoux's La guerre cle Troie n'aara pat liea (Tiget at tbe

Gates, t935) also took their work of tragedy to motion Pictures Jean-
Paul Sartre's La naa$e (Nausea, t9i8) made him one of the leaders of

the phitosophy of Existentialism, which dominated the postwar era

(Surtre *as later awarded a Nobel Prize in literature in 1964, which

he refused.) The novels of Andr6 Malraux, la condition hunaine (Man's

Fate. 1937) and, L'upoir (Man's Hapq 1937), combined lyricism with

history, giving a dramatic picture of the Spanish Civil War.

THE'TALKIES"

The r93os began with the sudden disappearance of silenr 6lm produc-

rions (first in ihe United States and rapidly all over Europe a couple of

years later). With this technical and aesthetic revolution came the

economic crisis of r9z9 follorved by the Great Depression, debilitating

the American continent and resulting in a dramatic relegarion of

economic activiries in Europe, as well as the emergence of several

ominous dicratorships. As a resulr, in terms of the film industry, the

rg3os can best be described as an era of reorganization. The industry

was drawn closer each year to a government-regulated system (similar

to those of Italy and Gerrnany), and was eventually assimilated b1' the

COIC (Comit6 de I'organisation de I'industrie cin6matographique).

during the first months of \(orld War II. The COIC was later renamed

CNC (Cenrre national de Ia cin€matographie) in 1946 Vithin this

oeriod came the "ralkies." The innovarion of sound in motion Pictures
actually goes all the way back to the invention of the Cin6matograPhe

in 1895. The firsr experimentation wirh the synchronous dialogue

system occurred when Louis Lumitre frlmed a conversation between

Mr. Janssen and Mr. Lagrange, and later that day projected this parric-

ular shor during the Congress of the French Photographic Socretres

(Congrbs des soci6t6s frangaise de photographie) in Lyon on June re,

1895. Using a primirive form of synchronized dialogue, the two pro-

tagonists staod behind the screen during the projection and -repeated
word for word their initial convemation. During the entire decade of

the r93os, French cinema did not evolve much technologically despite

the dramatic hisrorical events that served as a backdrop, but the

coming of sound eventually triggered immeasurable effects The con-
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rribution olsound required the standardization offilm projecrion speed
(twenty-four images per second), which improved the quality of pro-
jection. Film subjecrs evolved since dialogues allowed the specrator to
penetrale the characters'psychology; as a result, the performance of
the actors also had to adjusr. Actors became living heroes who were
known and seen in a different way by the public and served as a sorr
of landmark to national memory. Silent movies did not allow this
"proximity": often superficial, they limited the public's credibility
while the spoken word only increased it. Thirty-five years after the
invention of motion pictures, actors and actresses could be heard inter-
acting with one anofher on the screen. The silenr era had been super-
seded forever.

On October 6, t921, in a New York theater, Nfarner Brothers'
$tudi65-a failing film company ar the time projected Alan Cross-
land's The Jazz Sizga-, starring Al Jolson, a giant step for cinema-
tographic history wirh its memorable "rVait a minutel \fait a minurer
You ain't heard nothin' yetl" Although including jusr a couple of
"talking" scenes (a few synchronized dialogues and a song), the film
was officially the lirst talking movie released to the public. In Frarrce,
Gaumonr Studios (wirh the collaborar.ive efforts of tu,o Danish eugr-
neers, Axel Petersen and Arnold Poulsen) had already developed
sonorization, bur rhe international rnarketing for this new cinemato-
graphic advancement came roo late. One year larer, in 1928, three
giants from the electrical industry started a "war of licenses" that was
resolved with an international compromise. Two American companies,
RCA and \Testern Electric, and one German, Tobis-Klangfilm, delin-
eated the technical standards of the new medium and became respon-
sible for equipping rhousands of theaters around the world with costry
and complex equipment. In addition, all the silent 61m studios had ro
be completely reorganized and refurnished, and ultimately sound
booths were now insralled to shelrer a newcomef: the sound operator.
It was only in the fall of 1929, two years afrer rhe Americans had
accomplished it, rhar the first studios were enrirely equipped in France
(studios of Epinay, with a German rn€drod, and Billancourt, widr dre
American).

L'Argent, offrciaIly remembered as the final 6lm of rhe silent era,
was shown in mid-January r9z9 on French boulevards and was fol-
lowed at Aubert-Palace two weeks later on January 7o by The Jazz
J/zger, which was seen by half a million people during the period of
its init ial screening- I-arer that year, on October:2, the 6rst French
talking motion pictute, The Queea's Necklace (Le nllia de la reme1,
played. Although the designation of "first French talking film" has
somehow remainecl a ross-up between Andr6 Hugon's Tbe Three Ma*t
(Let trois maqueg 1929, produced in Twickenham for Path6-Cin6ma
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Studios) and Gaston Ravel and Tony lekain's Le rolliet cte la reine (t929,

for Gaumont Studios), most film historians believe that the Gaumont

Studios' production was released a day earlier' Nevertheless, neither

6lm incorporated more than segments of dialogue and songs to accom-
pany the omnipresent musical arrangemenrs. Those ptoductions were

in reality silent movies, to which a musical accompaniment and a few

hasty dialogue scenes were added. The shots were long with a primlrive

set, and the camera remained fixed, just as in the time of Mdlids.

Technical imperatives took over the mise-en-scene, and actors now

dealt with a cumbersome microphone usually hidden behind a seat or

in a plant. Because dubbing rechniques did not benefit from any

significanr technological development during the first part of the

r93os, many French as well as other European motion pictures were

filmed and produced in multiple-language versions, either filming on

the very same set with sequencing casrs of different nationalities or

even, intermittently, rvith a single set of actors mouthing words tn a

different language while the actual foreign-language speakers were

hiding on the set, out of camera range.' For ar.rthors and playwrights,

however, this terrible regression actually represented a period of as-

sured prosperity since theit plays were quickly adapted to screenPlay

and then to the screen. In a similar fashion, songwritem and music hall

singers took advantage of this blooming revolution (it truly was not

before r93o that French films of authentic importance started to be

produced).' However, a great deal of anxiety grew among actors of the

silent era, since rhey now had to pass the test of sound Photogenic

presence, until the advent of sound films the only priority, suddenly

became of somewhat secondary imporcance to the r€quirement of dic-

tion. Some carcers were brought to a screeching halt, such as those of

Abel Gance and Marcel L'Herbier.r
In the end, it was the sound operator who became the master of the

game. His judgrnent on the recording quality and the vocal perfor-

mance of rhe players ultimately determined the success of the movie.

The cinematographic voice had to be harmonious, and this was what

benefited theater actors. Although it may seem almost absurd today,

one of the reasons why many critics and professionals of the cinemato-

graphic industry at the time did not welcome the new technological

change was a legitimate apprehension that sound pictures would be

artistically confined to rhe flawless elocution required by dramatic art

Around r93o, immediately after the revolution of sound (depicted by

Ren6 Clair, for instance, as a "redoubtable monsrer"), the polemic

about its necessity and dangers was for many directors perplexing and

quire contradictory. Jean Renoir, an early supporter of the sound

system and aware of the new artistic potential it could create, was not

contracted to direct feature films berween t9z8 and r93r, while Ren6
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Clair, who resented it, was one of the first filmmakers to use sound
resourcefully (Under the Roofs of Pari:. r93o). Surpassing his inirial
struggles, Renoir, along with Julien Duvivier, became predominant
directors of French cinematic masterpieces of the r93os, while direc-
tors Gance and L'Herbier as noted earlier, among others, struggled
with the new requitements imposed by the sound revolution and
remained forever trapped in an outdated past. Even Gance, who envi-
sioned End af the Warld (l,a fn du tnonde, t93o) as a silent movie and
later incorporared technical modernization by offering an original
sound angle, was unable to circumvent the evermore complicated
economics leading at rimes to commercial fiascos. Film artists and
movie critics constantly had to carch up with sound engineers and
businessmen of the movie industry who controlled the technical inno-
vations and inventions linked to sound.

Because of rhe sudden explosion of this new cultural environment,
film historians commonly assign a premature disappearance of Avant-
garde cinematography around r93o, while in reality several brilliant
movies of this type were shot and produced during these very eady
years, including trvo feature films subsidized by the Vicomte de Noail-
les,a an affluent and passionate benefactor. Luis Bufruel's Tbe Goldex
Age (L'1ge d'or. r93o'1 was achieved with an unaffected independence
and impudence. Acclaimed by Surrealisr followers, much like his ear-
lier work ctf r;29, An Andahrian Dag (Un chien andaloa), Tbe Golden
Age unexpectedly motivated extremists ro destroy the opening-night
theater and caused the preGct of police to prohibit all further projec-
tions of rhe fi1m.5

From r9z9 on, French cinema required new stafs. In the gigantrc
Patamount Studios equipped in Joinville-le-Pont. as well as in Bedin
for the German filrn industry, teams shot up to six versions of the
same movie to be spoken in different languages. It has been said rhat
France's start was quite slow with the talkies, bur no later rhan r93o,
Avant-garde filmmaker Rend Clair frnished U nder the Raafs of Paru rr
Epinay, and in the following two years he complered The Millian,
Freedota for Us. ar,d Batille Day (Quatarze juillet, ry32)-'ifith the
success of Under the Rat$ of Paris, Clair became a director with an
inrernational reputation, above all in Bedin, where his artistic crea-
tions-admired for its dreamlike atmosDheres and its technique-had
an inspiring effect on a few young di.".rors, mosr norably Marcel
Carn6.6 Ren6 Clair's main objective with his 6rst talking movie was to
animate, through the support of music and song, the life of the petit
peuple (middle-class Parisians), which ironically was of course anything
but realistic. Scrupulously depicted in a studio by Russian set desigrrer
Lazare Meerson, photographer Georges P6rinal, and composers Raoul
Moretti and Ren6 Nazelles, U nder the Roof: r'f Paris represented the
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Annabella (Anna) and Georges Rigaud (Jean) in Reni Clair's Baville Da1(Qttatarze

j llet, \912), (Photo couttesy ofthe Museum of Modern Art/Iilm Stills Archive)'

lives of several protagonists vergiflS on streer crime and personal antag-

onism. Nevertheless, it must be noted that although dealing with a

narrative of deep social realism, the director's intetest never edged on

graphicatty repuLsive and ordinary voyeurism, but rather focused on

ihe -ode in which the camamderie of two partners (Albert Pr€jean

and Gaston Modot) prevailed by solving their contenrion ovet a charm-

ing but flirtatiorrs young woman (Pola Illery). The frlm was 6rst

prlsented at the Moulin Rouge in May l93o as an authentic ralkie

tut did not receive any of its anticipated adularion or even populariry'

As paradoxical as it may appear, the international success of U ndet tbe

Rc,$ of Pari: flourished (August r93o in Bedin, and later that same

yea. i,r December in New York City) because of its represenration of

ihe p.opl. of Paris, which precisely corresponded to the clichdd images

of P^urisiatt srreet singers, caf6 ambience, and the popular character of

French songs that evemually t(ansformed the 6lm into an emblematic

French musical comedy.
Ren6 Clair was one of the most eminent French directors during the

years of conversion frorn silent lilms to sound pictures and is still

I
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considered one of the most significant auteurs of the twentieth cenrury.
Beginning as an assistant to filmmaker Jacques de Baroncelli, Clair
developed a visual inquisitiveness for the Surrealist exDerience while
maintaining an unadulterated awareness for rhe more popular musrcat_
comedy genre, as well as a real panache for social sarire. Just a few
years after his first sound accomplisbmenrs, characterized ty un o.r-
thetic of simpliciry and classicaL clariry. Clair 's direccing (areer took
him to England, where he completed The Ghatt Gret Velr (r9lr), and
later BreaA the Ne:.:.t (rg18), starring Maurice Chevalier and Ja& Buch-
anan. During rVorld Var II, Clair traveled ro Hollvwooj. where he
dnected Tbe F lanc of Neu Orleant lt94l, I Marriet! i \t/ith (1942), lt
Happerc.J Tamonotr (1944), and Atul Then Tbere rVere Nane (t945). He
finally returned to France during the r95os and successfully restrmed
his directing career, as he became one of rhe most prominent advocares
of popular enretainment (while sri l l  maintarning his auteur icon),
with big-budget musical productions srarring the most popular names
of the rimes: Be;zuties of tbe Night (Belles le xuit, t95z) with Martrne
Carol and G6rard Philipe, and Tbe Gund Maneuters (Les grandet ntanoeu-
ures, 1955), with G6rard Philipe and MichEle Morgan. Clair,s master_
piece of the eady talkie period is Tbe Million, starrinq Ren6 LeGvre
and Annabella,' a musical comedy .rbout two penniless arrists perse-
cuted by hardhearted creditors who one day win the lorcery anJ sud-
denly become mill ionaires. Unforrunarely. rhe lotrery ticker is rn a
coat that had been sold to a pawnshop dealer and which is found afrer
countless tribularions ar the opera house in an unusually happy conclu_
sion. The story, adapted from a vaudeville sketch written twenry years
eadier by Georges Berr and Marcel Guillemaud, immediatelv seduced
Ren€ Clair with its attracrive combinarion of tredirional burllsque and
Avalt-garde character. During the shooting, however, the director's
prelerence went to the musical adaptation rarher than the theatrical
representation. The musical element, expressed by animated popular
songs, corresponded to "operetta," and thus The Mi/lian becanre a
permanenr reference for French musical comedies at the beginning of
the sound eta.

I/ith its inventive social caricature, Frudan frtr U,r may have served
as the inspiration for Chaplin's Moden Tinet ir936;." Fo os,ing hrs
escape from jail, Louis (Raymond Cordy) develops a phonograph pro-
duction technique, a highly mechanized assembly line wheie workers
are reduced to mere robots that is iust as tyrannical as rhe Drison he
just fled. Eventually blackmailed wrrh his pasr. he joins up wJib Imrre,
his old cellmate, to seek new adventures on the road. Thanks ro irs
futuristic sets, Freedam for Us conveys an earnesr message: rhe challerrg-
ing and ulrimate negation of rhe concept of modern work. Claif's new
vision, remote and at rhe same time incredibly close in its poetrc
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sensuality, seduced the wodd. Other directors, including several for-

eigners Alexander Korda, Erich von Stroheim, and Billy Vilder, dem-

onstrared a similar rechnique and talent during the rg3os In

oarticular. the Russian director Anarole Litvak contributed to future

poetic realism in Lilac (Coeur de Lilat, t93t) This picture inttoduced

iwo lledgling actors, Fernandel and Jean Gabin, who would reign over

French cinema for more than forty years.

Meanwhile, French direcrors had to recruit new faces along with

new voices, and theater logically supplied this need with new talents

and, of course, new subjects. It was the age of the so-called th4Atte flui
("filmed" or "canned" theater), highly criticized by intellectuals for irs

entertainment value, yet successful among audiences. Motion pictures

no longer monopolized the images; the charm of the script was uncov-

ered, and the public now related ro famous quores in order ro remem-

ber their favorite 6lms. Among rhe lucky actors were Michel Simon,

Harry Baur, Raimu, Gaby Morlay, Jules Berry, and Arletty.

Durins rhis shift from silenr movies to talkies, an exceptional phase

of concentrated technological advancement abroad, French filmmaking

significantly expanded, increasing from fifty-two to ninety-four fea-

tores. From r93r onward it sustained a similar growth, Producing
more than one hundred motion pictures annually until the end of the

decade. As a result of the sound revolution, replacement and operating

expenses multiplied threefold; because of these new financial demands,

most filmmakers could no longer fund and manage their own projects'

The filmrnaking industry had been converted to a new and powerfully

lucrative investment system set in motion by a multitude of smal1,

inexperienced businesses.e The struggle for cinematographic preemr-

,r.rr.. b"a*,..n Hollywood and the European film industry implicated

all production activities. As a result of this international rension,

exceptional motion pictures were shaped and achieved by small pro-

ducers, who frequently had to fight their way through the byzantine

world of linancial backing with ofren derisory financial assistance'

\0hat is most signifrcant are the different sttategies adopted by the

two giant systems, German and United States srudios. The American

market produced an overwhelmingly large nurnber of motion picrures

for instantaneous local screenings, while the German, and to a lesser

extent the European market, intended to fashion a "prestigious prod'

uct" to be promoted internationally. The foundation of these colossal

European productions (twenty-four films a year with Paramount) con-

sisteJ of simple adaptations of existing nartatives or plays, and gradu-

ally imposed the authority of the multifaceted and stylistically

complex art of talking movies. The invention of sound immediately

impacted French cinema, now at the mercy of German or American

patent holders and cinematographic equipment manufacturers. Ftom
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the turbulent promotion of the Joinville studios, where 6lm manufac-
turing was terminated in 1933, in favor of the postsynchronized dub-
bing system, practically no film legacy was ever maintained subsequent
to Marcel Pagnol's first frlm, Marius (Mariu:, tglr). As paradoxical as
it may seem, directors such as Jean Gr6millon (also known for his
antifascist positions), Ren6 Clair, and Julien Duvivier directed in
German studios (between r93o and 1932, whether in Berlin or rn
Epinay, at the Tobis Studios in Epinay on the outskirts of Paris) to
make some of their quintessentially Parisian films. After establishing
connections in France with modern sound systems, Tobis-Klangfilm
Studios supplied other studios, such as the French competitors Path6
and Eclair. Despite the fact that several movies characterized a genuine
French milieu, the French producrion sponsorship came from other
European countries as well as the United Srates.

FRTNCH CINEMA AND ECONOMIC RECESSION

By t932, the rippling effects of the Great Depression impacted
France's cinema industry just as much as any other part of the national
economy. Investments diminished dramatically, and countless actors
and rechnicians joined the millions of unemployed. Due to the fre-
quency of demonstrations from both political borders, 1934 marked
one of the most volatile years of a volatile decade. The outstanding
quality and aurhenticity of French narional cinema at that time was
due to the pressure and weight of that troubled period. The economic
and political upheavals in this second half of the decade unquestiona-
bly conrributed to the approach taken by numerous Flmmakers to
indulge in adventurous productions, which brought into high relief a
rare poeric, philosophical, psychological, and intellecttral substance.
Brilliant screenplays coupled with outstanding theatrical presentations
resulted in whar is acknowledged as the golden age of French feature
films.'" Though heavily influenced by both a painter's tradition (treat-
ment of colors) and the Surrealistic ovenone of the Avant-garde hel-
tage, French productions quickly embraced literary and theatrical
projects by authors such as Stendhal, Honor6 de Balzac, Gustave Flau-
bert, Emile Zola, aod Guy de Maupassant. Elaborate scripts of writers
such as Jacques Pr€ven, Chatles Spaak, and Henri Jeanson, all of them
coming from literary backgrounds, defined an era. Although the lirsr
effects of the depression reached France only after 1932, the cinemat-
ographic industry was far from being safe since it often depended on a
multinarional agreement to finance furure projects. The American
competition was revivified with a technique called dubbing. This new
technological innovarion was first considered doomed because of the
language barrier it would have ro face, but it brought forth the
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unthinkable-American actors spoke in different languages on screen

lndeed, in 1932, James Cagney, Greta Garbo, and eventually all of

Hollywood spoke French in movie theaters worldwide.

The gargantuan transformation of movie theaters and film studios

as well as the construction of new and luxurious cinemas (such as the

famous Rex in Paris) creared huge debt in tbe movie industry' In

1933, bankruptcies erupted and unfortunately continued to prevail

during the remainder of the decade. During the summer ot 1929,

Gaumont joined a holding comPany, GFFA (Gaumont-Franco-Fil m-

Aubert). Trvo years later, the maior financial investor for GFFA,

Banque National du Cr6dit, was in difhculty and needed linancial

endorsement from the government. As a result, the Ffench government

indirectly became a major partner of GFFA. Despite financial assis-

tance, GFFA went out of business in the difficult climate of scandals

and corruption in July 1934. Gaumont followed GFFA in r938 and

was immediately bought by a financial group, the Havas agency, which

prior to the rvar created a new company called SNEG (Soci6t6 nouvelle

des Etablissements Gaumont), which is still active today. These ex-

amples illustrate the fragility of the French frlm indusry of the r93os'

constituted by small companies, often in liscal trouble and always at

the mercy of financial disaster, which frequently resulted in the pro-

ducrion of qns unique fi lm. The precarious economic situatton was

addressed by the French padiament in March 1939 to regulate and

reorganize the industry, but it rvas too lare ro festructure the hnancial

framework of French cinema.
Despite irs weak and disorganized linancial system, between 1934

and r94o France saw a handful ofproductions that elevared the image

of its cinema to woddwide recognition Not only the importance and

the preslige were immense, bur this period, more thao sixty years

later, remains a high point. One of the many explanations for this

overwhelming avalanche of talent is to be found in the passage (some-

times extremely brief) of some foreign contributions to artislic and

technical work. The first wave of foreign technicians who arrived in

France took place in the eady rgzos immediately following \7otld

Var I, at the ver1,- time when Paris was considered the wo d capital

for artists of all sorts. Among those foreign technicians, many Russians

came to France feeing the Soviet regime, and contributed mightily ro

the Frestige and fame of the Montreuil srudios. The tradition began rn

the 192os, when Russian immigrants (Ladislav Starevitch, Victor

Tourjanski) became well known among French popular audiences be-

fore the advent of the sound. Jacob Ptotozanofes L'Angoisvxte atentare
(r9zo), starring Ivan Mosjoukine and his wife, Narhalie Lissenko, was

one of the most important productions of the rgzos Besides the

Russians, Danish filmmaker CarI Dreyer (1889-1968), who had al-
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ready worked in several differenr Eutopean countries before comirrg r<r
France, directed one of the most celebrated French silent fiIms, The
Pastion af Joan of Arc (l,a passion d.e Jeanne lArc, t9z8). Following a
long career around the wodd, and more precisely in Mexico, Spanish
director Luis Buiuel would return ro France three decades later with
The Diary af a Chaubenaaitl (Le jounal lune femme de cbanbrc, t963),
starring Jeanne Moreau, and Belle de Jaut (Belh de jour, 1969) with
Carherine Deneuve. From Carl Dreyer to Luis Bufruel, Billy \Wilder
and Fritz Lang (who fled rhe Nazi regime in Germany), among othersr
all of them expressed a preference for the French crearive and produc-
tion system. But with the increasingly rising threat of Nazi Germany,
many lilmmakers stayed in France just in time to make a single morion
picture before embarking to Hollywood. Orhers. Like Max Ophuls,
remained in France unril rhe debacle of May r94o just preceding the
German Occupation- Some productions already had a sizable European
market, such as Carniual )n Flaxders (La kennexe hlroiQae, ry15),"
which was shot in two unconnected-language versions, both under the
direction of rhe same fi lmmaker, Jacques Feyder (1885 1948), even
before their distribution. This professional collaborarion explains why
after the rise of the fascist regime many professionals of the German
cinema industry fled into exile, choosing Paris and its studios to
continue their careers before reaching Hollywood. Not all of them
were directors. One could also lind rechnicians, background designers,
and light operators, such as Curt Courant (1899-1968) and EugEne
Shufftan (r893-r977), who offered their knowledge of "dark" l ighring
directly imported from the set of Babelsberg; they contributed to the
immortal and gloomy atmosphere of Marcel Carn6's Port of Shadawt
(Quai du brame:, 1938) and Daybreak (Le joat se liue, t919]r-

Unlike its American and German countemarts. the French film
induscry of dre postwar era did noc rhrivc. In the Unjred Scates, the
studios were organized according to a "vertical monopoly,"" which
ensured effective distribution, compensated for high production cosrs,
and permitted export at a reduced rate ro Europe. The pace of the
patent competition between the United States and Germany left
France behind. Paramounr, in the meanrime, supplied enormous funds
for their studios in Joinville, which revealed the extent of their objec-
tive to make over a hundred morion picrures annually. As a result,
many French filmmakers were compelled to move ro England and
Germany to rent foreign studios rhat were equipped to produce feature
sound films (in t929, only five fully synchronized films were com-
pleted). However, 6y t932, the production, which by now was taking
place in France, reached r5o hlms per year- Because of the ever-
increasing cost of sound equipment, many Avant-garde and experi-
mental filmmakers (mostly the Surrealists of the rgzos), who usually
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operated on a minuscule budget, were, for rhe most part, not able to

have their new projects subsidized.
Beyond financial difficulties lurked another major obstacle to film

production, censorship. The decree that established censorship goes

back to July 21', rgrgt it stipulated that "no cinematographic film,

with the exception of newsreels,'3 could be shown in public if the lilm

and its title had not obtained the visa of the Ministry of Public

Instruction and the Beaux Arts."'-1 Needless to say, sound on the screen

reactivared the relevance of censorship by the French government's

Censorship Commission, and a more sophisticated control was ade-

quately organized, luis Bufluel's The Golden,4ge, initially apProved by

the commission, triggered protest among the right-wing political

movement and was ultimately banned from screening. Jean'tl rgo's Zero

of Crndux (Zy'ro de conduin, r93l) was also not granted a visa due to its

numerous satirical allusions ro the French educational institution.

The isolation of artistic French filmmakers from more-commercial

productions was an active factor in the creation of an important new

organization, Cin6-Libertd, the main obiective of which was to preserve

the independent nature of cinematographic creations as well as blng

together independent film directors. Up to the rise of the Populat

Front in the mid-r94os, political cinema feebly conveyed dogmaric

propaganda (in comparison to literature and theater) and was often

neglected by political parties as an altetnative suPport for rheir cam-

paigns. The PCF (French Communist Party) was therefore the lirst

party to solicit inrellectuals and artist-filmmakers for the reputation ot

iheir political actions. In November 1935, Louis Aragon, who had

been elected as the new secretary-general of the AEAR (Association

des 6crivains et arlistes r6volutionnaires), was presenr for the inaugu-

ration of the ACI (Alliance du cin6ma ind6pendant), an organization

whose main goal was to defend and promulgate artistic culture rn

France (music, theater, plastic arts, architecture, and, of course, cin-

ema). Along with him, an imptessive group of well-known intellectu-

als, such as novelists Andr6 Gide, Andr6 Malraux (who had recenrly

won the 1933 Prix Goncourt for The Humat Condition), Jean-Richard
Bloch, and Jean Cassou, supported the evenr. ACI's first project was

the production of People of France (La de es d rous) ln February r936.

Though never affiliated with the PCF, Jean Renoir was chosen to direcr

the innovative feawre frlrn People of France. at hour-long documentary

made with the PCF's financial support. An enlighrening endeavor but

almost unknown, it united a well-edited newsreel subject (principally

social current affairs), discourses from party leaders, and publicized

cinemarographic views in which several renowned actors of the decade

appeared in small roles (including Marcel Duhamel, Gaston Modot,

Jean Dast6, and Madeleine Sologne).
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The PCF delegated to the ACI the responsibility of creating Pec,ple
of France fot the forthcoming elections, and while producing the film,
the young organization members realized the tfue sense of their mrs-
sion and the immense potential of their action, which contrasted with
traditional commercial cinema. The ACI, cinematographic division of
the AEAR, had no administrative and linancial link with the PCF, and
became Cin6-libert€'1 shorrly before the making of PeEle of France aod
continued to produce several movies until early r9j8. La Marteillairc,
which received rhe help of the CGT (Conf6d6ration g€n€ral du travail,
the largest trade union in France), was estimated ro be "the" film of
the Popular Front and symbolized leftist filmmaking and the mobili-
zation of irs people. The lilm indirectly memorialized the role of the
people during the French Revolution and consequently their essential
responsibility in maintaining democratic values in a society constantly
harassed by extreme righr-wing engagements: Prussians standing as a
direct reference to Hitler's Germany, and French nobility as French
Fascist factions. La Lfareillaire, a classic homage to the grandeut of
the French Revolution, represented Renoir's commitment to the ideas
and ideals of the Left and his support of the newly elected Popular
Front. Fundamentally optimistic by nature, Renoir often asserted his
disagreement with the pessimistic message of Carnd and .Pr6vert's

Daybreak and, Port of Sbadou:.
The polirical scene of the r93os is principally remembered for rhe

triumph of the Popular Front in 1936 and its cultural policy (social

and economic reforms voted by the pa iament, such as the forty-hour
work week and rhe first paid vacations), eafly filmmaking projects, as
well as leftist radio organization.By.g34, the unstable conservatrve
government was deeply affected by the Stavisky scandal (a financial
affair that tainted the credibility of important leading tadicals)- Con-
sequenrly, antiparliamentary factions of the Right took advantage of
the incident to protest against the governmenr. On February 6, a large
gathering near the Padiament building ended in a tragic clash with
police forces, during which a dozen pror€steff r'ere killed and over a
thousand injured. Soon after, France's conservative campaign was over-
powered by unity of action on the Left that resulted in the creation of
rhe Popular Front in r93y. In the spring of 1936, the first socialist
government in French history came to power. The Socialist Party
became France's leading political force for the first time, although the
biggest political growth was in the Communist Party, the rePresenta-
rion of which in the Parliament soared from ten to seventy seats.
During the two previous years, the successful political movemenr had
slowly gathered national interest, sparked by rhe rragic riots of r934,
which had startled the various leftist factions against a possible fascist
menace. Just a few months after French Premier l€on Blum completed
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his new government, rhe Spanish Civil V/ar erupted in July 1936,
leading to rhe question of intervention for countties such as France
and England and posing a serious problem of conscience for Blum s
government toward the Spanish Republic, the only other PoPular
Front regime in Europe. But after much indecision, the French govern-
ment, fearing a possible civil war at home, reluctantly called off the
military aid project and allowed private initiatives to take over (the

radical members tenaciously opposed any kind of military involvement
and threatened to bring down the coalition).

At the same moment, French cinema of the r93os looked tor a
mode of diversion without social implications, and filmmakers who
sought to give active support to the Popular Front received little
encouragemenr from politicians. From June r9l8 until January r939,
Andr6 Malraux (19or-76), novelist, historian, and outsider ro the
French film industry, shot L'espoir (Max's Hlpe, r94j), rare footage of
the Spanish Civil NTar in Barcelona with the International Brigades,
which despite precarious conditions managed to capture on lilm re-
portage that helped the Republican cause. It is imporcant to observe
that despite the rragic subject matter of this enterprise, the hlm set
itself apart from the defeatist French mainstream features of the period.

VERBAL CINEMA OR FILMED LANGUAGE?
MARCEL PAGNOL

Many of the filmmakers with a theatrical background who surfaced in
the early r93os were highly criticized for "misusing'' the cinemaro-
graphic medium in order to serve a certain ideal of the so-called filmed
rheatet. One of them, Marcel Pagnol (r895-1974), began his involve-
menr wirh the film industty in r93o. A former schoolmaster, he
became a nationally famous playwright in the late r92os and was
contacted by Robert Kane, an American executive for Paramount Stu-
dios in France, who wished to give his studios a Parisian accent and
intellectual flavor. Pagool, dramaturge above all in his hometown of
Marseille, considered the cinematic medium a great tool with which
to promote his theatrical oeuvre. I(ith the introduction of sound
feature frlms and the prolific transformation of plays to the big screen,
Pagnol's stage ptoductions were logically sought out by film producers,
and in three years all thtee of his big stage triumphs had been 6lmed:
hlariut by Alexander Korda for Paramount in t91t, Faxq by Marc
All6gret in t9t z , and Topaze l>y Louis Gasnier in r933 (srarring Louis

Jouvet, with screen adaptation by L6opold Marchand). Needless to say,
it was his exrraordinary regional success rhat permitted him to enter
d.irectly into rhe movie industry. Insread of enjoying the mundane
Parisian life, Pagnol spent most of his time on the sets and in work-
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shops in Joinville in order to study this new medium. There he met
Alexander Korda (r893-r916), an exiled Hungarian, who later became
one of the most prominenr directors of British films. In r93r, Pagnol
rook hlaritt to the screen with the sarne actors who performed in
Marseille- Marius (Pierre Fresnay), a young bartender in Marseille, is
torn by a harsh dilemma: he must choose between a tranquil life ashore
with his fianc6e, Fanny (Orane Demazis), and running off ro sea on a
ship to explore the wodd. Desperately in love with the young man
since her early childhood, Fanny pretends to accepr the favors of rhe
old widower Panisse, a rich sailmaker (Fernand Charpin), in order to
prompt Marius's jealousy. Pushed by despair one night, Fanny comes
to the bar after hours to declare her love for Marius and her false desire
to marry old Panisse, In response, Marius reveals to her the true nature
of his thorny altetnative, especially since a ship is leaving pon rhat
evening. The plans for embarkment are thwafted at the last minute,
and the enamored couple spend their 6rst night together. As the
months pass, Fanny prepares for the wedding, but the call of the sea
comes back to haunt Marius's fragile mind. Meanwhile, Fanny's
mother, Honorine (Alida Rouffe), visits C6sar, Marius's father (Raimu),
to discuss their children's awkward state of affairs, and they finally
agree on a dowry. But one night before the wedding, Piquoiseau
(Alexandre Mihalesco), a local sailor, informs Marius that a ship, the
Malai:ie. is heading off the next morning and that he could join the
crew. Fanny overhears their convemation and realizes that as long as
Marius stays ashore, he will never be happy. As the departure of the
ship approaches, Fanny uses subterfuge to persuade Marius to leave for
his dreams. Because Marius refirses to leave her alone, she announces
to him that she will eventually marry old Panisse for linancial reasons.
The infuriated Marius believes her account and immediately walks out
to the ship. The sequel of the movie and second chaprer of the trilogy,
Fanny (Faxn1, r93z), nanates rhe rerurn of Marius after Fanny has
maried Panisse and reared Marius's child, C6sariot. Many years later,
C6sariot reunites his parents after rhe death of Panisse ln Cy'sar (Cdtar,
1936), the second sequel. Seven decades after rhe making of the frrst
part of the Marseille rilogy, Mariu1 it still seems remarkable that one
of rhe most provincial works in French cinema, full of the flavor of the
Midi of France (in which acrors and actresses converse in picturesque
dialect), should be an international accomplishment . The ttilogy Mar-
ius Fanxy-4isar, combining comedy, melodrama! romance, and all the
energy and flavor of Marseille, generared wodds.ide and long-lasting
Ieceptron.

The predominance of narrative and theatrical values characterized
the cinema of Marcel Pagnol, who at an early stage of his cinemato-
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Marcel Pagool's Maritts (Matittt, t''11i directed by Alexander Korda starring Pierre

Fresnay (Marius) aod Orane Demazis (Fanny), (Photo courtes]' of the Museum of

Modern ArtlFilm Stills Archive).
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graphic career openly declared his attachmenr to the text. a kev ele-
ment to "fi lmic dramaturgy." Pagnol s straighrforward chronicies of
Provengal people progressed effortlessly between sagacious comedy and
frivolous melodrama, delighting in vividness of language but ui*oy,
actencive to the variances berween words and actions. The many verbal
disputes between Marius and his father, C6sar, whirh nsed an uninhib-
ited exercise of language, accurately portrayed pagnol's affection for
rhe ProvenEal lifestyle, irs values of family, honor, happiness, and
idleness- Distancing himself from the syorheric environment of the
Billancourt and Joinville studios, Pagnol returned to his native Mar-
seille, acquired a soundtrack from Philips, and put together his own
three-stage film studios ourside rhe city_ lr4onu brilliant srars
immediately followed him: Raimu, Fernandel, un.l i;erre Fresnay, ro
name a few. Pagnol, however, maintaining a critical distance, realized
that the only way he would be able to control his work on screen was
to select future actors, hire a crew, and direct the shooting*all hrm-
self. The young direcror disregarded all rhe conventions of studio
sound srill prominent in Paris and permited his camera to tag along
with the acrors and to shoot on location. Pagnol chose his ol,n prop-
erty as the shooting locarion for many of his films; the inlluence and
magn i6cenre  o f  rhe  sur round ing  Provenqa l  landscape served as  b . , , -k -
ground and functioned as his own ourdoor laboraiorv. Between the
delicate fragrance of the hil ls of Provence and rhc cnrerraining tifestyle
of the fishermen at rhe Canebibre in Marseille, the three filrns had a
common etTect, a French-style "meridional" commedia dell'arte rhar
instantly charmed audiences. Although Pagnol's early career as a direc-
tor of plays had a classical edge (similar ro rhe sryle of Emile Augier
and Courteline), he soon understood that the besr source of insoirarion
was literally in his own backyard. He collaborared wirh rhe novetrst
Jean Giono, also from Provence, to produce Haruest (Regain, tc,177) and,
The Baker's Vtife (l-a fenrn du boalanget. 19181.

Best known for his distinctively Provengal quality, Raimu was un-
questionably one of the best comic acrors of the decade. Althoueh
quire different from Chaplin in physical appearance and style, Raimu
could embody comic and rragic characters in the same sequence. Zle
BaAer's Wife, a narrarive borrowed from an episode in Iean lc Bleu's
novel, fearured Raimu as the vil lage baker, deceived by an adulterous
rvife who runs off with a shepherd. Since he no longer wanrs ro make
the bread, rhe people of the vil lage garher ro prsuade thr "unruly',
wife to come back and to ascertain a rolerable afrangemenr. Ginerre
Leclerc interpreted the idyllic, sultry spouse, and Ralmu, assisteo oy
Pagnol's dialogue, made one of his most outstanding performances,
though his refusal ro play dialogue scenes in the open air resulted in
an odd and rather inadequare mixture of location and studio work for
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Marcel Pagnol's Marrzr (Poster bY

Albert Dubout, O Jean Dubout)

The legendary "partie de cartes" in Marcel Pagool's Marias, (Courcesy of BIFI)'
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the frlm. After The Baka't \Yife, Pagnol's movies resulted in successful
careers for acrors Fernandel (Le Sc&poautz/Heart&eat, 1938, La f//e ttu
puiwtier/Tbe well-digger's daugbter, ry4o) and Raimu (Marias. Fann1,
and, Cdsar), among others.

Pagnol rvas nevertheless severely criticized for rhe Marseille trilogy.
The devotees of "pure" motion pictures reproached him as merely a
"losr" playwright whose personality and talent were incapable ofadapt-
ing to the laws of the screen. According ro contemporary critics, he
conveyed a "false'' cinematographic language, much roo close ro the-
atrical eloquence, and most works conveyed an apparent contradicrory
form, combining a traditional-conservatir.e moral rone with an irrrro-
vauve structure. Still, Pagnol's contribution to motion pictures was to
assert the preeminence of narrative values and his attachment to the
text as well as the spoken word. His invaluable efforts resulted in the
inrernational dissemination of the folklore of Provence. The public,
unlike most l l lm crit ics, manifesred a warm enrhusiasm for this
"zunny" work. Pagnol's 6lms promoted rhe eloquence and generosrry
of the heart, rhe inspiration of the word, and the necesiity for a
peaceful life balanced by the natural rhyrhms of exisrence fir aw.,y
from the disquieting influence of the city.

Though of short duration, Pagnol's contribution to French cinema
(t91r-52), along wirh Jean Renoir and Marcel Carn6's parricipations
in rhe r93os, remains significanr. He served as an iospiration for ma.,y
future young directors and authors (Claude Chabrol. Eric Rohmer. and
the Italian direcror Roberto Rossellini;. Marcel pasnol's movies were
condensed samples of effervescenr humanrty; his Jaract.rs *ere au-
thentic archetypes, and his art remains alive due to his sincere conrem-
plation of reality. In the eady r93os, Pagnol vigorously promoted the
leadership of sound in cinema and ad.v'ocared the idea of film as
"canned theater," declaring that ''silent 

frlm was merely the art of
prinring and distributing pantomime, rhe sound film was the art of
printing and disrributing rheater."'6 Envisioning sound feature films
as an actor's means of expression tlor supporrers of ralkies, sound was
lar more signilicant than any series of visual metaphors), pagnol con-
sidered his technical crew and acto6 pam of one big enterprise involved
in a joint venture.

During the years that the sound system rapidly expanded, Sacha
Guitry (r885-1957) and Marcel Pagnol, among other playwrights,
dynamically contributed to the coalition of cinema and theater, even-
tually using motion pictures as a successful extension of theater. Gui-
try, an indefatigable and self-centered plalwright who remained
indifferent to anistic techniques, assembled in iilm a series of his
reworked theatrical productions and imaginative plays wrirten for the
screen, resulring in a blend of sophistication and humor, beautiful
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Raimu (Aimable) and other suppoting actors in Marcel Pagrcl's Tbe Baket't Wife
(La fennt du ba*langer, 1938), (Courtesy of BIFL/O Roger Corbeau).

actresses, and an overall salient discourse Strangely enough, Guitry's

most remarkable and identifiable realization oD frlm, Storyr af a Cheat
(l,e raman d'kn trichea', 1916), represents a Performanc€ without a

sDecific channel of communication- In this frlm, he prefgured Alain

Resnais's innovation of interchange, connecting text and image, a

sharp communicative strategy for a storyteller's interpretation- Al-

though reprimanded for his alleged allegiances and conduct during the

later Nazi Occupation, Guitry reemerged after rJ(orld \(ar II and

complered many noteworthy commercial productions of popular ro-

maniicized historical subjects, such as Royal Affaits in Yer:ailles (Si

Versailks m'6tait cant1t 1953) and Napal1on (Ndpal6an' 1954).

BEYOND FILMED THEATER: TOWARD POETIC
R-EALISM

Although poetic realism dominated French cinema of the r93os, only

a minotiry of the entire production of French films from that era

could be considered pan of the "realist'' curtent. In fact, the r93os
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were a comFlex period rhar included comedies, "lilmed theater,'' Iiter-
ary adaptations, and exotic and colonial adventures. Many financially
insufficient film budgets generated mediocre scenarios, and the mise-
en-scbne often resulred in a poor display of actors. poetic realism, by
contrast, was a creative effort to reconstruct commonly accepted rep-
resentations of life through the perspective of an arristic medium. The
director's purpose was to convey his own, honest, and objecrive outlook
on life. ''Lirerary 

realism," initiared as a European literary movement
in the eighreenrh centLuy, occurred as an insurrection against the
classical standards of an, which held rhat human existence was more
predicrable and scructured than it actually appeared. Furrhermore, it
was an insurgence against romantic convenrions, in which l ife appeared
morc  rn joyab le  rhan i r  was  in  rea l i ry .  C inemarograph ic  rea l i sm un iver -
sally expanded rogerher wirh rhe progress of modern science in irs
detailed social observation, precise footage, and new perspectives on
human experiences. In addition to rhe image of life, authors as well as
screenwnters began to develop a social conscience, fepfesenting the
evils of society and insinuating radical transformations. Poetic realism,
also labeled social fantast)qte (or cinina du d&etchantement), broughr a
nelv Aesthetic to 6lms. The aim was to show real life and reoresenr a
teality detached from rhe mundane rrepidarions end clichds of bour-
geois drama, llTith its heavy atmorphere of banlieu lsuburhanl [and-
scape, new 6lm subjecrs of everyday popular culrure were revealed and
defined: naturalistic reflections on wet cobblestones, suburban com-
muter trains in rhe eady morning, factories'smoke mixing with fog,
small caf6s in popular di511ic15-in short, realism.'7

Poetic realism can also be described as ''cinematographic 
expression-

ism'' refined in rextured facades, gradation of grays, and a graceful
equil ibrium between naturalism and stylizarion, poetic realism came
directly from realism followed by the literary movemenrs of natural-
rsm, represented by the social novels of Honord de Balzac (Le pire
Goriot), Y rctor Hugo (les mi:irablei), Eugdne Sue (Lu wlstiru de parx1,
ancl lmile ZoLt (Germina.l and La b?te bamajne). The essence of the plot
fbcused on the working-class individual whose existence corresponded
to a series of lost i l lusions, Iove deceptions, and exjstential disenchanr-
ment. The bourgeois psychology of the silent era was finally cast aside
as the new kind of realism became part of the populist, arrisric expres-
sion. Although literary critics invenred the formula of poeric reahsm
during the r93os to distinguish so-called s,orks from populist l irera-
rure, it only became linguistically prominent after rhe war in an
atrempt to identify Frencb fi lms ofrhe r93os. The implicit contradic-
tion of the terms rea,/itn and poetic exp.lains the fare of the phmse, since
it represents both the dramatic and urban concept of the olot as well
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as a dreamy and lyrical dimension of quotidian life. However, the

image of tragic destiny that came out of the new Poetic realism was

fur fiom entiiely negative and pessimistic, since beyond their profound

distress, characrers displayed new strength, which eventually led them

ro the  ques t  fo r  happ incss  and idea l  love  A ru tc inc t  summary  o f  ma jor

themes in poeric realism could be presented as follows: the rePresen-

tation of the popular hero, the pessimistic atmosphere, the (doomed)

quest for happiness, and finally the tragic destiny. The chiaroscuro

lighting, background artifices, evocative visual imagery, and wittiness

oi diul rg.,. resulted in a distinctive lyrical style. This cinematographic

,.r"u- io, characterized by its unity, its codes, and its very artifi'es'

Only the actors, however, often prisoners of an image required by the

oublic. were the main center of interest. In 1934 and 1931, several

movies welcomed the dominating ideology: a slight dose of anri-

Semitism or Padiamentarism, and occasionally, a reminder that the only

solution for order was a srrong Political power. Vith the Popular Front's

victory in r936, these threats were set aside, but only for a while'

ARTISTS AND MASTERS OF POETrc REALISM: JEAN
GABIN, ARLETTY, MARCEL CARNE, JEAN RXNOIR'
AND JEAN VIGO

The same realism, labeled as Poetic, became even more pessimistic by

1939 with the failure of the Popular Front and the impending threat

of war. Jean Gabin, (r9o4-15), the popular hero par excellence, dies

at the end of mosr of his frlms. Escape from Ye$erdaJi, Pipi le Maho' Port

of Shadous, Daybreak, and The Hutnan Beatt.'3 The stereotype of the

.huru.,.r, played by Gabin during the r93os often corresponded to

the archetypical proletarian, rhe working-class protagonist who met

his tragic iesti"y und ultimately became a victim, a rePresen-tative of

the syndrome of failure: failure to love, failure to dream, and failure ro

succeed. It was because he was able to reconcile contradictory elements

(ordinary and extraordinary, poor and rich, proletarian and individual-

ist boui eois) that Gabin became a ttue movie star and was able to

continue-his career unti l his death in r976 The 
' 'Frenchness" ofJean

Gabin, besides his visual intensiry, comes from the facr that he was

the principal acror during the decade of realism, which perhaps more

than any other cinematographic Period, concentrated on the detailed

represenration of real and contemporary characters. This is-also the

reu.on *hy French cinema of the r93os is often spoken of as the cinim'z

d'actewr (actors' cinema). The sociopolitical climate of the Popular

Front and the atmosphere of impending 'J(ar forced the end of poeric

realism. Its influences, however, remained predominant for the rest of
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the century and confirmed the identification of the r93os as the golden
age of French cinema.

At the beginning of poetic realism, the social milieu was a funda-
mental criterion for determining the sequence of events, as seen in
Under the Raof: afParis, The Crirne of ltloasieur Lange (Le crine cle L/lansteur
Lange, 1915), and Freedam for Ur, but toward rhe end of the r93os,
and especially after the fall of the Popular Front, protagonists became
more self-governing characters, unconstrained by social environment
(as seen in Day-break and Port of Sbadow:). Because of the minor impor-
tance of the star sysrem in prewar France, ''commercial" norms were
Iess perceptible and less important than rhey were for Hollywood
cinema. Cinematic representation evolved from a tradition ofcharacter
types and set design rhat foreshadowed the influence of society and
envitonmenr toward psychological and more idiosyncratic films, which
favored individualized characters and unambiguous subjects. As noted,
French cinema of the early r93os relied a great deal on acrors and
actresses who were competent in a variety of theatrical backgrounds
(operetta, cabaret, and boulevard),'e and this movement built up their
presence in terms of fixed-character roles.

Jean Gabin, something of a mythical acror and perhaps the only
"star" in French cinema, received his ltrst major acting role in t93o
fot Chacutt sa chance, but was only truly discovered in 193,1, when he
was introduced to fi lmmaker and producer Julien Duvivier (1896
r967). Akhough his national fame came after several years, Gabin's
career proved to be rapidly proli6c. Bets'een r93o and r935, he acted
in rwenty 6lms. He consequently appeared in a grear deal of myrhical
and tragic movies in whicb he played a tough, introverted character
haunted by a tragic fate: Escape frcm Yaterdal (La Bandua, r<Si5). Pipd
le hloka (Pipi le Moha. 1916\, Louer-Boy (G ueale damour, \91'1), Part af
Sbadotus, Tbe H/./man Beatt (.La lrAtu b&maine. r9l8), and Daftreah. His
character ofren evolved in a hostile urban underworld usually ruled by
mobsters. As a main protagonist, typically an outsider, rhe pefsonage
temporarill' relied on a line of s.ork to unravel his own obstacles and
confronted the criminals in a breathless finale, which ultimately re-
sulted in the reestablishmenr ofa moral order. After a series ofsuccess-
ful lilms, Gabin and actress Viviane Romance were the most popular
acrors in France during rhe second part of the decade. Gabin's doomed
characters included young lovers, bad boys, manual workers, soldiers,
and gangsters. Thanks to his famous role as a pacifrst deserter in Pot
of Sha'lttus, he quickly became connected ro rhe symbol of the Popular
Front, Gabin stands as a monument of French cinema and his impacr
on rhe  French co l lec r ive  imag inar ion  is  enormous.

Jean Gabin's cinematographic icon displayed a permanence that is
difficult ro define, an alliance to a paticular aesthetic stvle consisrenr
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enough for the public to recognize him but offering enough diversity

to avoid loss of interest. The numerous roles of gangsters and mur-

derets contributed to build his great success and eventually his myth'

According to Ginette Vincendeau,'" the movie star was defined

through a triangular rapport among actor, man, and character, which

evolvid altogether from movie to movie. E:cape fton Ye$er.Lty, f^r

from being ofle of Gabin's best Frctures, gathered all rhe iDgredients

of the myih, representing the Protagonisr through a variety of social,

political, and cultural discourses. Gabin's performances were charac-

terized by sttaightforwardness aod bluntness, carefully crafted to con-

vey an impression of "nonacting."" Although this trend changed

dramatically after his teturn from Hollywood, when he interpreted

characters with social status (rich gangsters, poised bourgeois, a pres-

ident), Gabin is besr remembered for his roles as a proletarian with a

tragic destiny.
Gabin projected a sense of belonging to a unique symbolic com-

munity. (In the movies, Gabin wore the famous caJq&ette, symbol of

the French working class.) Part of Shadous provided Gabin the famous

line T'as d beaax yr.tx, ,a sdil (You have Pretty eyes, you know) and

another in Daybreah: "Listen . . . you're a charming girl, but when

you've finished doing your washing, Ier me know."" The performances

ofJean Gabin related to a masculine stereolypei motionless and silenr,

he reoresented the man who mastered his every gesture and emorion.

Gabin's characters manifesr virility and masculinity as well as emo-

t.ional tulmoil. It is because he was able to incarnate both features

simultaneously that the myth came to life. The essence of Gabin was

rhe inhefent compromise between two different compulsions: the hon-

est man and rhe brave proletarian. $?hat mosr characterized Gabin's

cinematographic performance as an actor was the absence of "behav-

ioral motion"'3 (with the exception of his ritual burst of wrath on rhe

balcony facing the crowd in Daybreak). However, the national fame,

which quickly made Gabin a national icon, created an ambiguous

rapporr with the social structures Not only his status as a movie star

and an "extraordinary" actor, bur also the original disposition of the

populist ideal conveyed the image of the ordinary working man. This

ime.ged fro- the trend in French cinema during the r93os, which

represented the individual within the community; in direct contrast,

Hollywood privileged the individual, regardless of the social commu-

nity. Vhen in a group, Gabin was intuitively placed at rhe center; he

had more close-ups rhan any other actor of th€ r93os, at a rime when

most close shots were made at half the distance of today's (unlike

Hollywood film, with its fervent use of close-ups during that

decaie). This innovation, identified as a modetn photographic tool for

the first time, allowed access to the characte$' internal individuality.
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lVhen \?odd \Var II broke out, Gabin left France for Hollywood,
shot a couple of movies, and returned to Paris. Compared to the
American star system, which financially compensated acr;rs, European
stars did not have access to similar means (Gabin was in fact under
contract with the French studio Path6-Natan). In France. the first few
years following the war were problematic, and it was a good decade
later that Gabin regained his star status, incarnating nqv,, qharzsgsl5-
older, more experienced, and authoritarian-such as those in Marcel
Catn('s La Marie du Part (r9jo), Jacques Becker's Grisbi (Touchez ?as
az grisbi, 1954), Jeao Renoir's 0zl1, tbe French Can (Frencb Canun,
1955), Claude Autant-Iara's Four Bagt Full (,La traoersde de Patis,
1916), and Loue Is M1 Profestion (En cas cle malhear. 1958).

Often associated with Jean Gabin as one of the m,ntre! tacr6 (ttue
stars) of French cinema is Parisian actress Adetry (r898-1992). pro-
foundly Parisian middle-class and srreet sawy, Adetty had one of rhe
strongest personalities in French films ofher era. Her first performance,
as a parachutist in Jacques Feyder's Pension Miruo:a (1934),led to some
success, bur it was her enterraining performance in Marcel Carn6's
H6tel du Nord (H1tel du Nard, 1938) whose famous line Atmosphire. . .
atmoqhive. . . t;t-rc q//e I'ai tne gru e d'artttr,cpht., and her glowing
charisma in Daybreak that brought her to the attenrion of the French
public and made her legendary. Still loyal to Marcel Carn€, her per-
formances n 6oth The Deuil's Enaoyt (Le[ liJite fi du soir, t94z) and
Cbildren of Paradise (Let exfant du Paradb, r94) have remained among
the greatest in French cinema and unquestionably rriggered her inter-
national stardom,

Sharing a grear deal of success with Adetty was actress Simone
Simon (born in Marseille in r9r r), who first worked as a fashion
designer and a model before becoming a iilm actress. She began rn
Marc All6gret's Ladies' Lake (Lac aux dames, 1934), which brought her
to the attention of the French public. In 1936, Simon went to tne
United States when American producer Darryl Zanuck hired her for
Twentieth Century-Fox. Two years later, she returned to France to star
in Jean Renoir's masterpiece, The Human Beast, and also featured in
other European cinemas, including two movies by Max Ophuls in the
r95os. As an acrress, Simon benelited from her unique quality, a blend
of innocence and sex appeal that ofren featured her characters as young,
elegant, and erotic seductresses. Simone retired from movies in the
r95os, having accomplished such lilms as The Hurtan Bea$. Ma:urrce
Tourneur's Cat Putple (t942), The Cune of tbe Cat People (r944), and
also Max Ophlrls's Roundabout (l,a rowle, r95o) and Pleasure (Le plarvr,
r 95 r l. She lives in France ro rhjs day.

The distinction of French actors and actresses of the rqaos that
characrerized French cinema was nor only rhe resulr of bri l i ianr p..-



Jean Gabin (P€p6) io Julien Dvti,rier's Pdpi Ie Mahl (Pipi le Mako, r9f6), (Courtesy

of BIFI).

Jean Gabin (Lucien) and Nlireille Balin (Madeleine) in Jean Grtmillor's Louer-Ba1
(Gaeule d artr'ur, r917), (Couitesy of BIFI).
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formances but also the fruitful collaborative effons of {ilm direcrors
with outsranding artistic and rechnical crews. Marcel Carnd (r9o9-

96), one of the preeminent directors of poetic realism, established
himself during rhe r93os by completing a short frln,Noget Eldorado
du Dituncbe (1929), which so overwhelmed Ren6 Clair that he ap-
poinred Carn6 his assistant rn Under the Raof: of Parit. Catnt then
collaborated as assistant to Feyder on Pension Mimovs and Carnital ix
Flanden. From r93a rc rg3t, while working as an assistant to Clair
and Feyder, Carn6 rapidly acquired his own cinematographic tech-
nique, learning from both veteran directors the notion of a morion
picture as a patrern to be tailored wirhin rhe lilm studio. During this
time he also made publicity shorts and wrote lilm criticism, occasion-
ally under the pseudonym Albert Cranche. Shortly after his involve-
ment wirh Jacques Feyder, Carn6 supervised his lirst motion picture, a
classic melodrama entided Jenny llennl. 1976), which was written for
the screen by Jacques Pr6vert. Pr6vert, a poet whose considerable
magnetism originated from an exceptional arrangement of wit, sentr-
mentality, and social parody, was often affiliated wirh the Surrealists
as well as the politically active Popular Front. Carn6's astute direction
and Jacques Pr6vert's rigorous and poetic texts destined both men to
have highly successful careers. Prdvert and Carn6 met during the Frurt
populaire, and in view of their very different personalities, no one could
have ever predicted their long and fruirful collaboration. Carn€'s com-
passion rvent toward the marginalized groups, like homosexuals, and
his style borrowed the technical approach used in German Expression-
ism and American thrillers. His domain of predilection was undoubt-
edly ataaspbite. Pr6vert's background in Surrealist poetry and the
Groupe Octobre (a communist-oriented theatrical group) contributed
to his refinement ofpoetic realism's tragic pessimism and sociopolitical
satire. The viewpoint that considers the success of Carn6's work solely
through his alliance with Prevert, however, is erroneous and unfair.
The achievements of both writer and director (when operating on rheir
own after they had split up) proved to be harmonious in the funda-
mental domains of the protagonist's social f nction, rhe emphasrs
given to human obsession, and the outcome of destiny in everyday life.
The only true discrepancy in their work was their merhod of produc-
tion and certainly not their philosophies and artisric schemes.

The road of poetic realism widened as rhe general public in France
reconsidered rheir reaction to the Popular Front, moving from cheerful
optimism to the anguish of the larent occupation. Characteristically,
the collaborative work of Carn6 and Pr6vert showed signs ofapprehen-
sion rhat vacillated between pragmatism and the meraphysical. Spec-
tators perceived rhe apprehension through the combination of
prominenr lyrical speech, a pessimistic backdrop, and an exhausrive
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Two French actresses go to Hollywood: Simofle Simofl and Annabella (Photo

courtesy of the Museum of Modern Art/Film Stills Archive).

representation of tangible social situations. Their sryle, framed by
populisr poerry, singularized itself with emPhasis on the actors' toLes,

their witty dialogues, and a chiaroscuro lighting that nuanced the

characrers. Carn6 realized his own personal style in the 1918 frlm Pott

af Sbadwu, which was quickly followed by Hltel du Nord, inspired from

a novel by the populisr writer EugEne Dabit, as well as Daybreak. In

Port of Sbadou:, the collaboration between Carn6 and Pr€vert reached

its peak and gave birth to one of the most admired films of French
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cinema. A similar situation occurred in Hitel du Nord, which benefired
from Henri Jeanson's dialogues, an avalanche of witty cinematographic
cirarions. Pt6l'ert and Carn€ reunited for Daybreak. This picture, re-
leased June 7, 1939, remains one of the most celebrated examples of
film noir.'a Andr6 Bazin considered Daybreak a.nd Port of Shad.ous two
of the most successful dramas of the decade, possessing "rhe ideal
qualities of a cinematic paradise lost.""

The pairing ofJean Gabin and Michile Morgan in Port of Sbadous
powerfully represented the feeling of a heary and impending doom.
Adapted to the big screen by Jacques Pr6vert from Pierre MacOdan's
novel, the script possessed a subtle dualiry, coupling romantic myth
and eternity much like that of Trisran and Iseult. The attention to
visual and intellectual parallels gives Carn6 and Pr6vert's rvork the
richness and complexity of the original novel. Port of Shadou is one of
the best examples of poetic realism, fearuring the archetypal Jean
Gabin persona as it constructs a character of experience who appears
skeptical and suspicious of everyone, but proves to be inspired by a
highly developed moral code when the moment occurs. In these pro-
ducrions, it seems as though central characters are resolute to tempt
their already doomed fate ar any cosr. Significantly, all of Carn6's
leading actors (in particular, Jean Gabin's roles) were alienated individ-
uals, abandoned in a merciless cosmos and alienated from anv social or
intellectual order, and whose redemptory way our was ro come through
self-dependence. Port af Sbadows narrates a love story between the
sensual Nelly (Michtle Morgan) and Jean (Jean Gabin), a deserter
from the French Foreign Legion in search of a secure haven. They
encounter one another in the foggy port of Le Havre at a dockside
back street, lare at night in a brooding atmosphere, and immediately
both destinies become rragically linked, Their brief moments of hope
and happiness are interrupted by rhe presence of the villainous charac-
ters Zabel (Michel Simon), Nelly's criminal guardian, and Lucien
(Pierre Brasseur), a local mobster. Jean engages in violent altercations
with both of then, which highlighrs Gabin's legendary charismaric,
masculine, sroic persona, and he is unpredictably murdered ar rhe end
of rhe movie. Jacques Prdvert's inspirational dialogue and Alexandre
Trauner's (19o61) ser design greatly enriched Carn6's authenric
filmic discourse, through the characteristic blend of words and images,
which has come to be its trademark. Port of Shadaur. like Hitel du Nard
and DaybreaA, fits into the category of the archetypal French melo-
drama of thwarted passions and enrangled providences. Because of its
predisposed melodramatic surroundings, the stylistic approach of the
film mirrors French emorional responses to the political, social, and
cultural events of the r93os. Carn6's films typically feature people who
are suffering from an existenrial angst: despondency, isolation, dishon-
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Jean Gabin (Jeannot) and Viviane Romaflce (Gim) in Julien Dtvivier's Thel V/ete

Fiu (L'z belk iqaipe, 1935), (Counesy Ren6 Chateau).

esty, disillusionment, Pessimism, and Psychoses Carn6's poetic reahsm

portrays a humanity where people were not fundamentally good, but

rarher devious and manipulative. Vith subtle insight, the film per-

fectly expresses the leading actors'emotions and depicts th€ tender

feelings of a pair of young lovers lost in an evil and pessimisric world-

Today, Port af Sbadou: is widely recognized by film historians as the

seminal example of French poetic realism.
As revelation or confirmation, actofs'stares became legendary, and

rheir love stories conveyed an impression of mystery rhanks to Carn6's

talent. A year later, his perseverance and belief in cinema as a medium

to communicate basic truths of human condition allowed his films to
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overturn censorship and to bring Dayhreah to the forefront of pre-Elm
noir- UFA (Universum Film Allgemeine) decided nor ro pur.sue rhe
production of the 6lm based on the subdued and overly pessimrsr
nature of rhe script. In reality, Carnd s nororious artisric meianeholy''
was not any more pessimistic than that ofJulien Duvivier or even Jean
Renoir. For both filmmakers, the inspiration of unattainable love and
the desire for a blissful getaway v/ere consisrenrly exemplified in their
scfipt, in otder to genemte unadulrerated feelings. Dayltreak rs a psy-
chological as well as social drama, the major qualiry of which resides
within its characters. Frangois (Jean Gabin) kills a man named Valen-
rin (Jules Berry). He shoocs him in his hotel room, and rhe body rolls
down the stairs just before the police arrive. Barricaded in his room,
Frangois, chain smoking because he is out of matches, contemplares
one by one all the events that led to rhe tragedy. The story line rs
structured according to a series of emorional flashbacks that reconstruct
rhe itinerary of the murder and the solirary days preceding it. Inter-
spersed with each flashback, the narrative returns to the barricaded
room',vhere Frangois, rhe alleged murderer, reflects on his past while a
crowd gathers on rhe streer outside begging him ro surrender Feace-
fully. The lirst Ilashback reveals how Frangois meets a young-and-mild
llorist, Frangoise (Jacqueline Laurent), at the factory and how they
both realize that not only do they have the same name, but also that
they are borh from the same orphanage. As FranEois gets to know
FranEoise, he discovers, m. r to his dismay, her odd fascination for
Valentin, a manipulative dog trainer who exens an outrageous influ-
ence on her as well as his assistant, Clara (Arletty). Clara eventually
Ieaves Valentin for Frangois, who offers her protection without ro-
mance. As the four destinies become emotionallv intertwined. Valenrin
attempts to corrupt Frangois, who ultimarely kills the immoral perpe-
trator. Facing rhe inevitable, Frangois commits suicide.

The emblematic Dalbreak was produced entirely in the studios.
Scenes of suburban architecture were cleverly re-cieared by the deco-
rator Alexandre Tauner and magnified by artificial light. Carn6's pol-
ished mise-en-scdne, which benefited from chief operators Eugbne
Schufftan and Curr Couranr, and composers Maurice Jaubert and Jo-
seph Kosma, displays rhe most lifelike and meticulously detailed rep-
resentation of reality, and paradoxically elicits the poeric course of
action. It was, as Andrd Bazin said, "writren in verse or at leasr in
prose rvhich is invisibly poeric."'6 In addition to this scenario, the
legendary screenwrirer Jacques Pr6vert (r9oo-r977), formed a
monologue of poetic words for the protagonists, resulting in a literary
language tailor-made for Gabin, Adery, Ju.les Berry, aod Jacqueline
laurent. The representation of FranEois, sitting alone in his room while
outside an apprehensive crowd eagedy awaits the outcome of this



Jean Gabin (Iranqois) and Arletty (Clara) in Marcel Carn€ s Dalbreak (Lt jur v /be'

r9i9), (Courtesy of the Archives Marcel Carn6).
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Anoabella (Ren6e) and Louis Jouvet (Monsieur Edmond) in Marcel C^rne's Hitd A1

Nonl (Hiul du Nord, 938), (Photo couttesy of the Museum of Modern Art/Film

Stills Archive).
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hopeless impasse, provides an introspecrive metaphot for the enrire
narion's desperation on the eve of the war..; Through a deep awareness
of the meanings produced through fashioning the individual inrages
(with light and, for the mosr pan, darkness), Carn6 shaped a highly
subjective cinematographic sryle in which these elemenrs were com-
bined to reflect rhe mental state of his main trasic hero.,s His crne-
marographic viewpoinr managed to assemble the artificial and
constrained studio style with his own experience of realism to eventu-
ally shape a unique visual quality. The consistent use of the deep focus,
wide-angle lenses, night-for-night phorography, and low-key lighting
characterize a unique film noir quality.

Carn€'s style, described by others as the essence of the genre, could
be defined as a combination of faultless atmosbheric studio realism
wi th  compacrness  o [  ac t ion  and a  s r rong use oaha l f - l ighr .  H is  6nesr
movies were ahvays a resulr ofa rigorous pannership, which assembled
a talenred and experienced technical team, By rhe end of the r93os,
Marcel Carn6's control of technical modus operandi had resulted in the
making of flms whose cold formal magnilicence, logical dimension,
and meticulous narrative rhetoric frrmly stood at the vanguard of a
future ''tradition 

of quality" in filmmaking. Daybrcak already prefig-
ured the future characteristic features of 6lm noir in the next decade
through the physical and moral traits ofJean Gabin versus his charac-
ters: a doomed protagonist, with a strong personality and a generous
heart, surrounded by an unsympatheric and hostile universe, usually a
suburban area or possibly industrial port, and who is generally in-
volved in ill-fated plots such as organized crime or corruption schemes,
out of which comes a linal am€mpr ro secure social justice revealing
through the device of social realism rhe deprh of the hero's human
nature-

Jean Renoir (t894 t979), consistently regarded as the grearest and
most "authentically French" of all lilmmakers, had a reputation that
coincided with Marcel Carn6's. Vhile Carn6 mastered filmmaking in
the studio, Renoir developed artistic aspcts of cinematography on
location. Son of rhe Impressionisr painter Pierre-Augusre Renoir, Jean
Renoir worked wirhin all cinematographic genres: acerbic comedy, Tie
Bitcb (La cbienne, r9t,r); literary adaptations, Madame Baaary Q.911), A
Day in tbe Comtry (lJne partie de caapagne, r936; released in 1946) and
Tbe Huruan Berzst: entertarmtg improvisarion, Bowlu Sated fron Dtown-
ing (Bodu sautr/ dz.s eaxx, r93z); social chronicals, Tani (Toni, t934);
solemn meditation on war, Grand Illuion (La grande illution, r9,,7);
political manifestations, la Maryilltzise (t937) and The Crime of Mon-
sieur Lange; and social satire, Tbe Rulet af the Gane (La rDgle du yu,
r9f9)- Renoir's amive artisric involvement in his film productions
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following r93r increased his esteem among French frlm critics (as
opposed to the general public), who early on identilied him as an
essential and perceptive filmmaker. Renoir's sound films immediarely
demonstrated an obvious openness to the new standards of ralking
pictves; Toni and The Criue of Mansiear Lange exemplify the eclecric
nature of Renoir's lilms, underlining that his artisric concerns prevailed
over the actual subject marter; ftzl demonstrates Renoir's eady amistic
vision. Set in the south of France, the film chronicles an Italian immi-
grant (Charles Blaverte) in love with a Spanish girl (Cilia Montalvan)
who, failing to prove his innocence in a murder case, is killed for a
crime that his young lover committed. Considered one of the early
prototypes of neorealism in its social observation and pessimistic out-
look, Toni departs from this genre in its lack of both authenticity and
proper social perspective." A lilm like The Crime af Monsieut Lange
provides a link between an anarchist period of Renoir's ea y years and
a militant interlude thar brought Renoir closer to the PCF (French
Communist Party). The movie, shor during the incipient monrhs of
the Popular Front, epitomized with joviality the confounded bur truth-
ful social point of view of the Left in 1936. Built around Jacqucs
Pr€ven's scenario, the story shows how a common man in a collecrive
society can conquer despotism. The employees of a small printing
press collaborate to collect money and take over as publishers of the
popular novelettes, Ariznna Jint, after the owner, Batala (Jules Berry,
the most insufferabte ''bad guy" of the r93os), has fled to avoid facing
his creditors. Unfortunately, the former proprietor revisits rhe busrness
to maintain control of the now-flourishing publishing company. To
defend his collectivity's auronomy, Lange, one of rhe publishing com-
pany's employees, guns down the old manager and becomes a fugirive
from justice. In this film, rhe plor is almost secondary to the sense of
atmosphere just prior to the esrablishment of the Popular Fronr.

Between r936 and l.979, Renoir directed his besr movies. A Da1 in
tbe Country, a narrarive by Guy de Maupassant that tells a touching,
sensual, and emotional love story, ushered in a new epoch of frlmmak-
ing for Renoir- Using a technique comparable to Impressionist parnr-
ers, Renoir focused on morifs ro recaFrure original impressions. A year
later came Gnnd lllutirn, a lilm in which Renoir's militant spirit came
to light. Having experienced Vorld lJ(/ar I as an airplane pilot, he was
parr of the veteran group for whom waf was never to happen again. Ir
was a pacilistic movie with a certain dose of nosralgia and mystcry-
Although rhe audiences preferred Marcel Carn6's lilms for their refined
style and completed narratiye structure, Renoir's Granc:l l/lutiax drew
universal enthusiasm for its remarkable set of actors (Pierre Fresnay,
Erich von Stroheim, Marcel Dalio,:' and Jean Gabin), as well as its
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Jean Gabin (r904-76), (Courtesy of the Archives lvtarcel Carn€).

technical team. The story takes place during Vorld \(ar I, when the

Germans capture two French Air Force officers from very different

backgrounds. Captain de Boeldieu (Pierre Ftesnay), an aristocrat, and

Lieutenant Mar6chal (Jean Gabin), a mechanic before the war, join

othet prisoners and comrades-in-arms such as Rosenthal (Marcel

Dalio), a well-off Jewish banker, in the Prisoners' camp. Several

months later, after a lirst and unsuccessful attempt at evasion, they are

sent to the remote fotttess of Wintersborn, which is ruled by the

upper-class German camp commander Von Rauffenstein (Erich von

Stroheim). Because of the deference given to his aristocratic lineage,
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Captain de Boeldieu is given courteous hospitality; as a result, he
initiates an amicable rapport with the German officer to aid Mar6chal
and Rosenthal's preparations lbr escape. To conceal their departure, de
Boeldieu volunreers ro serve as a decoy and distracts rhe guards oy
playing a rune on a flure while running on rop of the fortress walls.
He eventually gets killed by Von Rauffenstein, who, beseechinq him
to surrender, is forced ro obey the military code and orders rbe guards
to frre. Mardchal and Rosenthal, who rwisred his ankle in thi fall,
manage to escape from the fortress, but they must reach Switzerland
before the troops catch them in the exposing snowbound landscape.
However, both rheir tempers rise when Rosenthal can no lonqer walk.
Mar6chal explodes: "Yes, a parcel. a baII and chaio ried ro my leg. I
never could stand Jews for a start, get it1"3' They finally seek refuge
at a German farm, where a young widow, Elsa (Dita Pado), wirh
whom Mar6chal falls in love, shelters them before they cross the
border. Along with rhis 6nal oprimisric reflecrion on Franco-German
telations, the story concludes with a message of anticipated hope,
heralding the decline of the old aristocracy and rhe comins of a
modern era. symbolized by rhe rwo prisoners escape.

There is no doubr that this 6lm, loosely based on Renoir's experi-
ences in \7orld Var I,3' provided an exceptional uniry o[ purposi and
dram4 The message is clear: the rhetoric of war is deceptive, and
patriotism is an illusion. The camera work in the 6lm is experr,
causing the viewer ro move constantly along with the image (though
not a single war combat is shown; most of what happens rakes place
offscreen). In addition to the cinematography, Chades Spaak (r9cr3-
75) contributed an extraordinary screenplay. Considered one of the
leading scriptwrit€rs ar the time, Spaak had already collaborated with
Renoir on Tbe Lower Deptbs (Let bat-foud:. ry36). The true energy of
Grand lllasiox, however, was in its intimate relationships. In an under-
stated denunciation of war, Renoir not only emphasizes rhe disinregra-
tion of a social idyll but also the prirnacy of the individual being above
anything rhat is artificially created: the restrictions and conflicts be-
tween nations were shaped by outside influences and therefore were
not significanr, even in a wodd at war. This film, tnhke The Rulet of
the Game, made just rwo years later, proved the best internarional
accomplishment ofJean Renoir's career.33 During the r958 Exposition
internationale de Bruxelles, the Cin6mathdque Royale de Belgique
conducted a survey among the most prominent lilm historians around
the wodd to designate the list of the twelve all-time greatest motion
pictures. The result of the referendum, although remotely objective in
its proceedings, included Renoir's Graad ltlation. Shortly qfts1 (;rrr7
Illusirnz, Renr:it also directed The Human BeasFa in rg 38 in a twenrieth-
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Jean Gabin, Marcel Carn€, Jacques Prdvert, and Alexandre Trauner (Courtesy of

BIID.
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century adaprarion of Emile Zola's novel. ln The Haman Bea$. Renoir,
who by then was in the vanguard of militanr filmmaking, began to
move toward Carn6's well-known pessimism, and the 6lm was indu-
b i rab ly  par r  o [  rhe  poer ic  rea l i sm exper ien te .

Although highly criticized before World Var II for his indecrsrve
and contradictory positions, Renoir is considered one of the srearesr
direcrors of lrench cinema. Andtd Bazin viewrd Renoir 

". 
.li" ,rrrr.

accomplished filmmaker of the r93os and considered him a qenerator
of influence for directors of the nexr rwenty years. His arrisric conceprs
were exemplary, and his mise-en-sctne triggered consrant technologi-
cal inventions. Although often believing in a method of improvisation
to direct actors best, Renoir's influence was conoborated by a signifi-
cant and lifelong love for the dramatic stage. During rhe r93os, his
attachment to acting was obvious. Because of rheir unprompred per-
formances, Renoir's actors skillfully exceeded a sense of improvisatron
to communicare a dimension ofstark reality and tangible aurhenticiry.
On frequent occasions, Renoir performed as an actof in his own films,
with his most noteworthy theatrical role as Octave, the unsuccessful
conductor io The Rules 0f tbe Game. Because the human condition as a
theme was consrandy rellecaed in all rhe elements of poeric realism,
Renoir's 6lms sought to be as aurhentic as possible, circumventing rhe
practice of using studio set backgrounds to ultimately enhance the
naturalness of actors' performances and credibility.s5

A synthesis of all Renoir's previous works, The Rules af the Gamt had
a complex smucture and an elusive message that the public and critics
ofthe time never fully undersrood. This fantasy is a mundane massacre,
and a sharF vision of prewar social degeneration, with a hinr of several
theatrical traditions (Beaumarchais, Musset, Marivaux). The complex
mise-en-scine setting, though somewhat experimenral, was far ahead
of its rime, influencing a number of later directors, Frangois Truffaut
in particular. Although now considered by many his masterpiece, Z/e
Rales of tbe Getne. rcleased on July r. r939. $,as commercially unviable
despice its influenrial emotional charge and the genuineness of irs
outlook. After the public artempted ro ser a theater on fire, the film
was screened for only three weeks. This comedy, r'hich veered inescap-
ably into a dramatic finale, illusrrated a series of ruptures in the social
ofder- For example, rhe scene showing the senseless carnage of rabbits
in the forest became an omen for the disproDortionate combats that
occurred a few weeks later all over Europe, and ir exemplified sociery's
plunge into pointless violence- Although malicious and totally useless,
the hunt rhar is depicred has its conventionalized forms and Droce-
dures. Sewing as accomFlices, rhe servants bear the trees, drivine the
rabb i rs  ou t  o f  rhe i r  re r rea t  and in to  the  open.  where  rhey  are  s laugh-
rered. Rarely surpassing an ambiance of compelling pessimism, Tle
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Alexandre Trauner's background sec and Jean Gabin in Marcel Catrt1 s Dalbrcak (Le

ia r se l\te, \9a9), (Co\ttesy of the Archives Matcel Carn6).
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Rula af tbe Gaae is Iess a formulaic kind of plot than ir is a lestimo y
to rhe perennial nature of human l.ulnerabiliry, insatiability, and cru-
elty. The story begins with Andr6 Jurieux's (Roland Toutain) tlum-
phant arrival in Paris following his transatlantic flight and his
exp€ctation of seeing Christine de la Chesnaye (Nora Gr6gor), the
woman for whom he achieved rhis heroic act, among rhe hugi, enthu-
siastic crowd. Immediately interviewed by a journalist, Andr6 makes
his secrer disappointment public on the radio. The next day, Octave
(Jean Renoir), a friend in common, invites Andr6 to a Dartv ar Robert
and Chr is r ine  de  la  Chesnayes  a t  La  Co l in ib re .  As  rhe  o iher  J is r in -
guished guests arrive at the chateau, Andr6 Jurieux cannot identify
with this enrourage of conspiracy and deception. The following day
on a hunt, Christine discovers, through her binoculars, rhe secrer
relationship between her husband, Robert, and Genevidve (Mila par-
ely), his Iongtime misrress. At the same moment, Schumacher (Gasron
Modot), the janitor, finds his wife (Paulette Dubost) in the arms of the
house servant, Marceau (Julien Carette),r6 and threatens to kill hrm.
Andrd sees his chances with Christine vanish when Christine elicics a
new romance with another guest, Saint Aubin. Later that evening, she
changes her mind and declares her love to Andrd, and runs ofiwith
him. But Robert apprehends both and srarts a 6qhr with Andr6. As
the evening pary comes to an end, Roberr makes peace wirh Andr6
and agrees to let his wife leave wirh the flamous aviaior. Chrisrine and
Octave peacefully walk in the park reminiscing on their mutual child-
hood until they arrive at the gfeenhouse. Octave leaves to get his coat
frorn the chateau, but decides to tell Andrd rhe rrurh anJ persuades
him to run to Christine. But when Andr6 is close to reaching her,
Schumacher, the janitor, angered by his wife's deception, who in the
darkness recognizes Andrd as Marceau, momally shoots rhe pilor. The
srory  ends  abrupr ly  w i rh  rhe  mourn ing  o f  the  inc rep id  hero .

The Rules of the Ganze cleady illustrated rhe social and moral deca-
dence of French upper-class society before \i/orld Nfar IL By radically
rurning his back on his former "humanist" 6lms, Renoir engaged in a
forthright satire of French society, which, a few weeks beiore the
outbreak of the war, exemplified, through a notoriously intricare plot,
its citizens as socially egotistical and mentally convoluted, desperarely
trying ro escape a doomed reality. Throughout the film, viewers can
feel that rhe rise of the impending threar of a possible wodd conflict,
coupled with a deep apprehension of hosrile foreign neighbors, had
generated a defeatist mind-set about the prospects for the furure of
France. Indeed, the typical hero in Renoir's point of view unquestion-
ably did not long for the firture and only arrempted ro endure rhe
present moment. His atypical use of the camefa-ovedy long shots
and extreme wide-angle compositions in unusua.l deprh-is an indirect



Jean Renoir among the zct<tts of Graxd lll*tion (Li gratde illuion, 1937)' (Courtesy

of BIFI/ @ Sam L€vio).

. . r  
i  t -

Pierre Fresnay (Captain de Boeldieu) and Jean Gabin (Lieutenant Mar6chal) in

Grand lllation (La graule illutiax, r9l7), (Photo couftesy of the Museum of Modern

Aft /Film StiLls A(hive).
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allusion to the commedia dell'ane, and consequenrly designed to cap-
ture what happens to all the guests of La Colinidre without interrupr-
ing their frantic performance. N7ith a pervading armosphete of
paranoia, susPicion, and intrigue. the main characters of The Rula of
tbe Game seern equally perplexed about the plot as the audiences rvere
on a 6rst viewing- In 1939, aesrhetic references to classic Holll,n ood
movies were solidly established in Europe and usually sripulared the
need for a strong story line, several main protagonists with an easuy
comprehensible ourlook, and respect for the genre and other cinemat-
ographic codes. Commenring on what appeared ro be a disappoinring
film, Andr6 Bazin observed the following: "But this was cenainlv rror
the principal cause for the commercial failure of rhe fi lm. As a .onven-
tional Iove srory, ahe filrn could have been a success if the scenario had
respected the rules of the movie game. But Renoir wanted to make his
own style of drame gai, and rhe mixture of genres proved disconcerring
to the public."Jr Neverrheless, Renoir's picture srood as the antirhesis
of American definirions and broke the "rules" and brinciples of narra-
tive continuity to express a more compelling ,rraar^ana o[ French
society gone asrray on the eve of world conflict.rs More than sixty years
la te r .  th r  l i lm is  s r r l l  Lons idered onc  o f  rhe  mosr  char ismar ic  d r re r r ing
experiences of the prewar. h has been rediscovered by ciny'pbilet arotnc)
the world and revalued for the eminence and rh. manv srrencrhs that
make it one of the great movies of the thirries. Unfortunarelylthe l i lm
was rapidly withdrawn from distribution during rhe summer of r939,
and consequenrly was altered and then reedited for its too ''depressing"

content. Ir was nor until r96j that the original version was even
found. Renoir srent on ro serve in the film unit of the French armv rn
the first weeks of rhe n'ar, but was lucky enough to reach poftugal;nd
then the Unired States after the debacle of May r94o,

Unlike Renoir and Carnd, whose prominence benelited from ex-
tended and prosperous careers, Jean Vigo (r 9o5-34) directed only four
movies, dying at rhe age of twenry-nine from septicemia. He inaugu-
rated his cinematographic career as an "adolescent performer." in other
words with an almosr juvenile amusemenr in rhe potential of trickery
(reminiscent of Georges M6liis), not with a typical and predicable
hlmmaker's aesthetic. He overlooked the traditional Dartef; of main-
stream cinema and instead assembled his movres accordins to his
pcrceprion ot rhe misundersrood poer- He also had a (ompulsivc las( i-
nation with the role of the artist and his sources of inspiration. Vigo
replaced temporality and the conservative codes of obiective reausrrr
with personal references ro his own life and senriments. Following his
direction of several short documeoraries, such as A bro\o: de Nice
( r9 \o ) .  (onr rasr ing  rhe  l i l e  o f  rhe  grand ho te ls  and rhe  , i rys  cas ino
with the adjacent urban poverty, and Taris, roi de l,eaa (r93r), Vigo
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Jeao Reooir (Octave), Rolaod Tourain (Andr6 Jurieu), and Nora Gregor (Chtisrrne

ie La Chesnaye) in Jean Renoir's The Rulu of the Gane (I'a riSle d/t je/l' 1919)'

(Photo courtesy of the Museum of lVodern Art"Film Stills Archive)'

rapidly began to shaPe an unparalleled cinematographic style that

wo.,li estuLlish his "outsider'' status. Zefi of Coadact (Zito de candatte'

rgii),re independently Produced at the GFFA studios' subversively

ooi.iuu.a the authoritarian boarding school institution to which Vigo
't.rud 

Ue.n subiected during his disturbed and painfuI childhood The

central theme of the film is obvious: the suffocated childhood op-

oressed bv a contrived adult wodd- Though deprived of visual bril-

iinn.. uni often difficult to follow, rhe technical value of botb picture

and d.ialogue i.n this study of a disiointed, claustrophobic, and fantasric

boarding school remains a youthful innovation of uninhibited excrte-

ment. iigo's cinema can be defined as the meeting point between

social cin-ema and the poetic Avant-garde experience' It had many

followers, arnong them, again FranEois Truffaut a"

A year later, Vigo would direct The Atalante' frlmed mostly on lo-

cation in France but occasionally on studio interiors, intending to re-

create identical conditions found on location Jean (Jean Dast6), captain

of a barge on the Seine River, marries a country girl, Juliette (I)ita

Pado), ii a small Normandy village, and rogether rhey starr a new life

on tlre water. Reluctanrly, ,h. *..p,t rhe monotonous life on board a
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ship and immediately resents the close cohabitation with Jules (Michel
Simon), an old eccenrric. Following a fight wirh her iusband, she
decides ro head ro paris, only to experience a much more difficult
lrrestyle rhan she had ever imagined. Resigned to her own fare, she
relinquishes her desire for freedom and retuins to her husband and an
unvarying exisrence. In the movie, when the character of Julietre is
alone in the city, the viewers are shown an exceptionally ru.e image of
France during the post-Great Depression era rhar included prostr_
rution, the lines of downhearted and unemployed. and a furnished,
hopeless robber lxaten by an eleganr, well_feJ bourgeois. Vigo apprcrx_
imated his viral characters with rhe same judgmeni for realiric analy_
sis, filming the discomforts of thwaned.lreams and the ineffective
relationship of two simple characters from completely different worlds.

Despite the restrictions imposed and the editing it received from
Frenrh tensorship. Tbe Atalante was a fi lm of exciprronal aurhority.
Jean Vigo presented a persuasive picture of the adulJwodd in its deep
responsiveness and recognition of sensual love. The lilm can be rc_
garded as art Expressionisr archetype, whete acrion was inrerpreted as
if emerging from inside a besieged individual's mind. By illustraung
the individual's srruggle with sensual love and narure, ViAo suqeesred
an unusual complicity between rhe sailors of rhe barge, as .l*"rrory
imparted several fantasric episodes pictured during rhe scene under
water. Far from functioning l ike most realist directors, Viqo s Surreal_
ist rendirion of a dream world was never remote from his srorv lnes.
He exemplif ied both the ecstasy of l i fe and his own inner emorlonal
imperus, and he rransmirted images u'irh an jnfinjte assortmenr ol
conrrasring styles, affectionate bur acerbic, in order to invite the audr_
ence to reach his foremost objective, the poetry of the .,unrea.l.', 

In
addition to being one of rhe precursors of ihe ciit_ctult" movemerrr rn
France, Vigo was an authentic and sincere director who set the rone
for poetry and realism of the r93os. It is important to nore thar borh
commercial failure and the dearh of the author-director resulred in the
cancellation of the film's forthcoming scteenings. French censorship
banned Vigo's movies unril 1945, and ir was 

-only 
in r99o that a

thorough restorarion of The Atalafie made rhe fil- a,ouiiutle ir, ,.,
intended version.

Finally, in addition to filmmakers such as Clair, Renoir, Carn€,
Vigo, and Feyder, it is impossible to omir the role of director Julien
Duvivier. Although Duvivier's cinematographic career lasred Jeveral
decades, he neverthe.less remains associated with a particular stvle and
time period. The positive reception of his moviei was in large parr
contingenr on rhe inspired coherence of his screenplays, whether ere_
ared by himself or by an experr s(enarilr. Duui., ier:s picrures from
1934 to r9t7, along with acting performances by Jean Gabin and
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scr€enplays by Chades Spaak, greatly appealed to French audiences'

These films inclwde Escape front Yuterdal (La Bandiia, 1935)' a roman-

ticized advenrure movie with a Foreign Legion presence in North

Africa. A<iapted from Pierre MacOrlan's no'tel, Thq 'Vere Fiue (l-a belle

6quipe, ry1) is a film about a group of five unemployed men (Gabin,

Chutter Vu".t, Aimos, Robert Lynen, and Raymond Cordy), living in

a rundown hotel, who after winning roo,ooo francs in the lottery try

ro manage an open-air caf6-restaurant on the banks of the Marne River,

onty to iplit their friendly group. Finally, there is the well-liked Prill

te \t|oha,- adapted by Henri Jeanson from Roger d'Ashelb6's novel,

which offers interesting imagery of exotic lands that identify the depth

of France's self-image as a colonial power. Gabin plays an expatriare

Parisian mobster gone underground in the Algerian Casbah who slowly

loses his willpower when challenged by rhe graceful Gaby (Mireille

Balin). a Pariiian seductress. An ominous ambiance full of darkness

beautifully coincides with the figure of Pdpd. the oursider who' after a

romanric interlude with Gaby, attemPts to flee with her, only to see

her run away. His plans are further thwarred by police oflicer Slimane

(Lucas Gridoux) in a typical spine-chilling ending-encircled by the

police forces on the wharf, Gabin stabs himself The unruly Algerian

collective order, with its multiracial faces, serves as a fine parallel to

the presence of the stylish but equally uncontrollable Gaby lnspired

by Howard Hawks's Scarface (1932), the film succeeded in Franc-e and

resulted in the r938 American remake Algiers, directed by John Crom-

well.
All three of these producions by Duvivier had noticeably benefited

from the Jean Gabin myth: rhe hopeless hero obligated to a life of

crime who is, ultimately, callously eradicated. One of Duvivier's rare

artistic limirations was the inaccessibility to the intensity and profun-

dity of his characters' emotions. Thanks to Chades Spaak, Duvivier's

movies presented custom-made parts not only for Jean Gabin, but also

for actors and actresses such as FranEoise Rosay' Viviane Romance,

Charles Vanel, Harry Baur, Raimu, and Pierre Blanchar' lt was Escape

from Yesterday rhat truly established Gabin's national sranding- He

p lays  P ie r re  C i l ie rh .  a  man runn ing  away f rom a  murder  ac tusa t ion  in

Paris. As he reaches his destination in Barcelona with no money, he

desperately struggles to fotget his past by enrolling in the Spanish

noreign Legion. Ais days become complicated as new friendships with

fellow coutrtrymen, Mulot (Raymond Aimos) and Lucas (Robert Le

Vigan), and a love affair with Aischa (Annabella) make him want to

fight against the violence of war.-In 
his films, Duvivier visualized leading roles as irreversibly spell-

bound by their exisaence and their social environment wirh liltle Aith

in colleciive accomplishment. In addition, the Predominance of indi-
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vidual vulnerability and suspicion is perceptible even in films whose
conclusion offers a rare uplifting ending. More than a half certury
later, Duvivier could be considered a predictive reDort€r rather tlun a
"committed celebrant" who involunriri ly represenr"d rhe {projecred)
downfall of the Popular Fronr.a.

CINEMATOGRAPHY AND THE POETICS OF IMAGES
In the eady r93os several imporrant cinematographers, such as Curt
Courant and Eugdne Schufftan, came to France and rapidly contribured
to the growth of French cinema, rhanks ro rheir inspiri;g knowledge
of the manipulation of light and framing. In addition to the expressrve
purpose o f rhe i r  ass ignmenr .  one o fche i i  mosr  impor tan  r  conr  r i tL r  L  ions
was recognirion by direcrors of the cinematographer's decisive respon-
sibility in the creative process. The dilemma between actors and ser
was an eternal source of tension among technical crew, cinematogra-
phers, and direcrors. Often based on rhe hierarchy and rhe order of
appearance in the pictures, the ser designers argued the fundamental
importance of an appropriate atmosphere for the actors. In other words,
as Colin Crisp explains, the actors'photographic glamour and photo-
genrc sryle could never be privileged ar rhe expense of the ser: "The
unjustified use of close-ups, rare angles, and camera movements has a
great disadvantage: it desrroys the illusion of participaring in the
narrative; instead of believing in the lilm, the spectaror focuses on the
way it's put rogerher.".1r So-called European lighting style, in contrast
with Hollywood, did not emphasize rhe physical fearures of the actors
in rheir most complimentary light. Throughour rhe r93os, rhe pre-
eminence of the artistic background over rhe light of the acrors con-
firmed the minor attention given to mcrvre srars in qeneral and the
grearer importance given to rhe porurayal o[ French iocJecy over the
actors'beaury or viri l i ty. The lighting serups, chiaroscuro, and knowl-
edge of differenr hues of gray were crucial artisric mechanisms for rhe
illusion of depth and relief, and were rhe mosr important asDects of
the European scrne.

Before the corning of sound, the debates between on-location shoor-
ing and studio reenacrmenr had always been a dilemma with which
directors and producers had to deal- According to Andr€ Bazin, the
two types of French iilmmakers of the prewar decade can best be
described as follows: Jean Vigo, Jean Renoir, Jean Gr6millon, Marcel
Pagnol, as filmmakers utilizing real decor, and Marcel Carn6, Ren6
Clair, Jacques Feyder, and Julien Duvivier as filmmakers more incLined
toward synthetic decor. The role of the set had Drimarv importance
since it could either establish the arrisric sryle of ihe 6l- o. irr.o.p,r-
rate the backdrop in the acrion. Some of the major problems encoun-
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tered by technical crews with on-location shooting was dealing with

the public on rhe set, clearing traffic, handling unwanted noise, which

deeply affected the quality of direct recording, maneuvering cameras

for preferred angles, and obtaining ideal lighting. Some directors' Iess

interested in visual and artistic mericulousness, shot exclusively on

location since it provided a higher degree ofauthenricity The majority

of early set designers' artistic backgrounds came principally from their

experience in rhe thearer, wirh its strong emphasis on colorful' spectac-

,.,1a., e"travugant, and luxurious settings. Designers were suddenly

compelled to modify their expertise to fit rhe designs characterized by

the restricted symbolism of poetic realism. The primary importance

of the background, originating from the theatrical tradition, came lnto

the consciousness of directors in the early r94os and served a double

purpose in creating a film: contributing to the fashioning of a unique

ar-osphe.. and faciDradng the "symPathy," and plausibility, of the

characters. One of the drawbacks that emerged with motion pictures

and that was irrelevant in theater backdrops was rhe function of close-

ups, which divulged any scenographer's imperfections. Consequently'

set designers had to focus to an even greater degree on their prec;sion

and realism.

Set designers were faced therefore wirh a set of tensions, of contradic-
tions. Trained as artists, and seeing themselves as engaged in an artisti'
undertaking, they were conscrained to suppress any inclinatioq to realize
their artistic aspirations in the ways their fellow artists in other media
realized tbem. Conditioned to an ideology of individual self-expression,
they had to recognize the suPremacy of a teamwork and collaboration
in rvhich, if there was a directive personality, it was not theirs. Given
the supreme creative task of designing and building a wotld, they found
rhemselves restricted to building one that would be a credible replica
of the real world. The d6cor must pass unnoticed, yet determine the
mood and atmosphere of the 6lm. A d6cor which obtruded to the point

of being symbolic q'ould mean fewer spectators, financial crisis for the
producer, and no more wotk for the set designer.{

The key decorators of the decade include Lazare Meerson (l9oo-

1938) and his prordg6, Alexandre Trauner. Meerson built the set

representing the futuristic facrory with Freedam fot Ur in the Epernay

studios, as well as rhe extraordinary set rePresenting the Renaissance

city of Boom 1n Car"niual af Flandat (1935). Traunec' was also well

known for his reconstruction of Canal St. Martin in H6tel da Nnrd, and

the suburban working-class edifice decor built in false petspective to

intensify the impression of solitude in Daybreak. Born in Hungary,

Trauner arrived in France in r9z9 and began his film career as assistanr

ro l:zare Meerson. Then, in I93.r, he m.t poer and screenwrirer

Jacques Pr6vert. Later, he went to Holl)'wood, working in turn with
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Howard Hawks, Gene Kelly, Anarole Litvak, David Lean, Orson
rVelles, and finally Billy Vilder, with whom he won a.n Oscar for The
A|artment in 196o. After his return to Europe in 1974, Trauner
worked with directors such as Joseph Losey in A,Lonsieur Kleir (1976)
arLd Daa Gioaaxni (t979); Benrand Taverniet, in Roand Xlidaight
(1986), Claude Berci n Tcbao Pantin! (.:.983), and Luc Besson rn
Subuay ft985).

The goal of set designers of the classic period was to guide the
audience to an analytical reading of the picture without uanscending
into a symbolic or conceptual process of abstraction, which in the
postwar era would set the tone for aesthetic convention (as the antith-
esis of originality and art in general). This explains why after the rvar,
nlxnerous decorators suddenly decided to abandon studio shooring for
preexisting location shooting, such as Italian neorealist frlms Open Citl
(Roma, cittd aperta, r945) and The Biclcle Thief (l,adri di biciclette, 1948).



Chapter 3
French Cinema of the
Occupation

\(irh the beginning of a global conflict that rapidly resulted in the

enforced censorship of most commercialized productions in Europe,

the makers of French cinema, already debilitated by the industry's own

structural organization (or rather from the absence of it), could not

possibly detect any optimistic sign for the future. Notwithstanding
rhe imporration of hundreds of German productions, the ban on

Anglo-American movies unpredictably encouraged French filmmakers.

And while the sudden vanishing of foreign competition, in terms of

cinematographic productions, coupled with the massive exodus of its

most celebrated stars, could have quite realistically reduced the eco-

nomic impetus and artistic vigor of the French 6lm industry, the actual

consequences proved just the opposite. The Nazi Occupation, with its

compulsory need for pleasure and inherenr escapism, saw an outburst

of original works, the rise of first-time young directors, and the crea-

tion of a cinematographic school that lasted until the era of the French

New \(ave in the late r95os. During the Occupation, more than two

hundred films were directed and released in France Today, many of

them belong to what lilm historians as well as typical moviegoers

consider classics; for example, Marcel Carn€'s Children of Paradire (I*s

enfanx du Para&:, t945).

France in rgqo
Tbe Exodas of Frcncb Cinema Celebrities
Frcncb Cinema aad Vicblt
Propaganda and Censorship: The Case of Henri'Georges
C louzot
Working Conditions utder tbe Occupation: Marcel Cantd
Re s i s r,zn ce aa d Li berat ion
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FRANCE IN r94o

France and Great Britain reluctantly declared war on Gerrnany on
September 3, 1939, rwo days after the invasion of Poland and the
annexation of Danzig- On May ro, t94o, aftet a seven-month hiarus
from military combat (what the French called the tlr6le de guere), came
the first rvave of Nazi invasions jn rhe Netherlands. Belgium, Luxem-
bourg, and later France. Following the collapse of the French army,
the German 'Jfehrmacht crossed the French border using blitzkrieg
tactics and entered an undefended Paris on June 14. Unlike the dra-
rnatic events of the preceding year, which occurred during the first
hours of rVodd Var II on French rerrirorl, rhe year rgjo was an
economic loss for the French film indusrrv.' From Mav until October
o f  rha t  year .  due ru  ver ious  mi l i ra ry  in rer renr ions  rnd  r  i v i l  evJ(  L rar ions ,
all movie productions were sropped and existing distribution instan-
raneously dried up. The German invasion indirectly forced the already
weakened French Parliament to 6nd another strategy and leader. Nu-
merous well-known politicians, such as General Charles de Gaulle,
Edouard Daladier, and Pierre Mendds-France, had already left for En-
gland and North Africa to set up a governmenr in exile. In his famous
radio appeal on June r8, r94o, de Gaulle attempted to persuade
French partisans ro resume combat on the Allied side (although the
French army was feduced ro roo,ooo soldiers and the navy was neu-
tralized in all its pons). rX/hile many French citizens garhered ro llsren
to de Gaulle's appeal, however, Marshal Philippe P6tain, hero of \forld
\7ar I and eighty-four years old at rhe time, had already perslraded a
French malority to collaborare with the Germans occupying France rn
a publicly broadcast appeal. As a result, P6tain remained the principal
polirical figure for France. De Gaulle became the head of rhe Resis-
tance movement outside France, involving the Free French fotces
and a French National Committee, to which some colonial terfirories
rallied.

An armistice accord berween the German hiqh command of the
armed forces and French govetnmenr r"praran,u,-i.ra, rook place near
CompiEgne on June 22, r94o (in rhe very same railway car that had
been the scene of rhe French and Allied forces' triumph in r9r8).
Compelled to immediarely cease fire against German troops in France
as well as in French colonies and territories, the French qovernnrerrr
also had to face many diff icult sripularions o[ rhe armisrice, rhis tn-
cluded the immediate selection of the seat of its future sovernment in
unoccupied France. The coun!ry was separared inro rwo Jifferenr zones,
which delimited rhe northern part of France as the "occupied zone,"
where the German army exerted strict control over the administratron,
and the sourhern part as rhe "free zone," an area rhat nevertheless
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remained under the control of a collaborationisr government located in

Vichy. Caught by intense panic, the French Padiament met in Vichy

on July ro to desperately organize the remains of the devastated

.onn,ty. Th. debates were clearly dominated by Pierre I aval, at- the

time P6tain's prime minister, who genuinely persuaded the rest of the

legislative boJy that France had lost the batle and consequently saw

it as his duty to settle the country within the nerv Nazi guidelines' By

dint of Laval's persuasion, the parliament voted full power to the

marlchal, narktig the end of France's prewar gov€rnment as well as

the termination of the Third Republic. Marshal P6tain's close collabo-

rators, wirh the excePtiofi of l-aval and a few others, rapidly gathered

right-wing conservatives and traditionalists, whereas real pro-Fa-scist

u.-ti.ristr, ioch as Jacques Doriot and Marcel D€at, who aspired to an

authentic Fascist regime, left Vichy for Paris, where they used German

funding to conspire against P6tain. While Vichy's actual power still

include-.I unoccupied France and numerous colonies' laval's admrnrs-

tration was nevei recognized by the Allies, and instead functioned as a

puPPr t  governmenr  fo r  Naz i  aurhor i t ies '- 
b"fo.. the coming of pro-Nazi propaganda in r94o, flo politicians

of the Third Republic *anted to hght for the film medium, which for

them was considered no more than a common ftrrm of entertainrnent

for merety popular exhibitions. \(hat had characterized the French

film industry during rhe preceding decade was its total lack of struc-

ture and regulation as well as its inclination toward amateutism and

improvisatiJn. Film historians agree that the German invasion of

France occurred at a significant time for the always-struggling French

film industry, which had neither technically nor financially imptoved

from the setback inflicted by the American talkies of the ea y r93os'

The mobilization of French trooPs put the country in suspense, and

the [Im industry, much like other sectors of society and the economy,

was no excePtion. More than twenty lilms were interrupted wirh the

outbreak of war.
Alrhough diminished by the exodus of its most notorious talents of

the late r93os flean Renoir, Ren6 Clair, Julien Duvivier, Ma-r Ophuls,

Jean Gabin, Louis Jouvet, and Michble Morgan, among others), French
-.in"^" 

-u, in facr on the threshold of one of irs greatest periods The

lack of activity and numerous restrictions imposed by the war as well

as the difficult living conditions drew large crowds to movie theaters

(which were often heated during the wintertime).' \(ith the recogni-

tion of the film medium as a new and efficient weapon of propaganda,

it was decided by the Nazi administration on September 9' r94o' to

prohibit British and American lilms in occupied Europe, which indi-

iectly facilitated the producion of new French films European spec-

tatorship then had the choice between German, Italian, and French
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movies. Nor surprisingly, the "captive French public,, overwhelmingly
preferred French films.

As early as July r94o, the German managemenr for French cirrema
in France intended to create extremely faoorable conditions for the
German film mark€t ar all levels ofproductions (distribution, marragc_
ment, technical indusrries, and acrors). Along with the creation of new
German movie companies in France, rhe new reqularions enslaved rhe
entire profession ro rhe mercy of the propaganda Abteilung (propa_
ganda department), and the development of the German fili ma*et
in France imposed the establishment of new economic strucrures, such
as pafticipations to rhe capital of preexisting French film compames,
the "aryanizarion" of film companies, rhe crearion of new lrench film
companies with German capiral, and rhe hiring of the best French
direcrors. rechnjcians, actors, and actresse: of the-momenr.

THE EXODUS OF FRENCH CINEMA CELEBRITIES
Numerous young emerging actors and actresses of French cinema, such
as Michdle Morgan, Danielle Darrieux, Micheline presle, and Michel
Auclair-often called "Left Bank celebrities"-established rhemselves
at the Grand Hotel in Cannes or in the outskirrs of Nice, appearing to
have left behind the rising political rension of the summer of 1939.
The first Cannes Film Festival, slated to begin on September r, 1939,
the day Poland was srormed, was irrevocably .^rr.iled (ir offi.i"lly
came into being on September ry, ry46)- For those who decidecl ro
flee abroad, the road to Holly.wood was far from easy. In addition to
having a required visa from rhe French authorities and one from the
country of destination, candidates for departure had to cross the pyre_
nees an.l Spain ro reach Porrugal (a neutral country at the trme)
because all rhe Atlanrrc porrs had been r losed-

_ Franqoise Rosay, actress and wife of film director Jacques Feyder,
fled with her husband to Switzedand. Erich von Stroheim, Marcel
Dalio,r Jean-Pierre Aumont, Julien Duvivier,r and Max Ophuls crn_
barked on transatlantic voyages. pressured by rhe German albassodor
to set up a play in Germany, Louis Jouver prerended to be involved in
a theatrical tour in Switzedand in order ro flee occupied Fran.e and go
to South America for the next four years. Following in rhe footsteps of
several uf his fellow counrrymen, Jean Gabin turned down an offer
irom Conrinental, a newly created German li lm companv based in
France, to avoid the drastic working condirions of the Nizi occupatron.
He instead expatriared himself to rhe Unired Srares. ulrimarely s'ignrng
with Fox Srudios. Although already a national celebrity in Fiance and
one of the best-known media magners of the big screen all over the
world, Gabin's American film experiences in Motntitle (La ,inrcne
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de I'amour, r94z) and, The Importor (L'inpo$eur, I944) did not succeed

and did nor meet the actor's prior level of prestige (though directed

by prominent directors such as Fritz Lang and Archie Mayo, respec-

tively). In r943, following a brief romance with Marlene Dietrichl and

discontented with his American inte ude, Gabin first enrolled in the

Free French navy, then in the Free French forces, and ended the war as

a tank driver in the Second Division Blind€e It was only in the r95os

that Gabin, away from the French screen for more than ten years'

regained his reputation as a top actor in Frcnch cinema, Unlike the

suburban proletarian or mobster roles of his prewar 6lms, he was now

used for experienced, successful middle-aged men of confidence and

authoriry in such films as Marcel Carn6's La Marie du Port (t949).

In rg4o Gabin's 
''lover'' in Port af Shadrws, the young MichEle

Morgan, also fled to Hollywood, where she married actor !(illiam

Marshall and signed a conract with RKO- Unfortunarely, like most

of her compatriots in the United States, her films were mediocre and

her luck was often bad. Even in Tim IThelan's Higber and Higber

(1943), statring the young Frank Sinatra, the femme fatale image

imposed on Morgan failed. Chosen by \Tarner Brothers'Studios for

the leading de in Cavblanca RKO would not release her for the

suggested compensation, so the part went to Ingrid Bergman. MichEIe

Morgan did, however, appeat with Humphrey Bogart in Michael Cur-

tiz's Passage to ALarseilles (,:'944), a substandard continuation of Cara-

blanca. Her Holll'wood feature films included Robert Stevenson'sfaz

of Paris (1942) and Edwin L. Marin's Two Tickets to London (t943).

Another French actress who got her ticket to Hollywood was Dan-

ielle Darrieux (b. r9r7). Her career extended from the beginning of

French sound pictures. Starting as one of France's most celebrated

artists, she starred with Chades Boyer in Anarole Liwak's Xlayerling
(1936). Danielle Darrieux embarked for her Hollywood sojourn in

1937 and was quickly conrracted by Universal Studios. Afrer the

release of Henry Koster's Tle Rage of Parh (Coqueluche de Patis, 1978),

she returned to France unexpectedly (Universal Studios filed a suit for

contracr violation, but the quarrel fell into oblivion with rhe ourbreak

of the war). During the Occupation, she worked for Continental and,

in particular, got involved with fellow actors Viviane Romance, Suzy

Delair, Junie Astor, and Albert Pr6jean it a taamde de galas organized

by studio manager Alfred Greven in Germany (March 18 7r, r94z),

which brought suspicions of collaboration against her in 1944. In the

r95os, Danielle Darrieux no longer played the French coquette aod

wild adolescent but rathet mature roles such as Emma in Ma-r Ophuls's

La ronde (La runde, tglo), an adaptation of Anhur Schnitzler's Rergrz,

and Madame Rosa in Hoase of P leawre (I* plaisir, r95 r). Her most

famous lilms are the above-mentioned as well x The Ttutb of Ow
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Mariage (.La adriti sut Bfbi Donge, t95t), Napollan (Napalloq t954),
Tbe Red and the Blach (Le rokge et le nair, 1954), and Pilgrinage to Rome
(L'ann{e vinte, tg76).

Actors were not the only professionals of the French film indusrry
to flee the Nazi invasion. Directors like Jean Renoir also cbose the
American alternarive. Renoir's situation in France, similar to Carnrj s
but more pressing, was precarious because several of his iilms were
fiercely disapproved by the new regime (The Crine of Monsieur Lange
ar,d People rf France, borh in r936).6 He also had signed several articles
with a strong emphasis on his anti-German senriments. Renoir dl-
recred six films during his Hollywood interval. Between r94o and
1946, his movies received a repid welcome by American audiences.
One of the main objections Renoir had to face in the Unired Stares
was the strong aversion fof his new creations involving French themes
presented through a Hollywood perspecrive and technique. This al-
leged artistic "duplicity" cleady disoriented the French pubtic, which
did not recognize the creator of Gratd Il/u:nn. che 6lm rhat broughr
Renoir international atrention and acclaim from American producers.

Vhen the German army invaded France, Renoir, while direcring
Tbe Story of To:ca (La Tova) in Italy, called off the shooting of the film.
Later that sarne year, encouraged by other frlmmakers residing in the
United States to join the Holly'wood experience, he embarked for New
York, where he arrived in December. In California, he signed a short-
term conrracr with Twentieth Centurv-Fox. Daryl Zanuck wanted
Renoir ro remain within a stricrly French background by showing a
typical French srory in ao emblematic French landscape for the Amer-
ican public. Bur Renoir intended just the opposite: ro present Ameri-
can subjecr matter through a privileged foreign eye- Renoir's legacy
inchded Suanzp lVater (r94r) aad This Land l: Mine (rgq,), his brg-
gest success. In March 1944, Renoir was asked ro shoot a short film
ettided Salate to Frazce for rhe American GIs just prior to rheir landing
in Normandy. At the end of 1944, Renoir dirccted The Saatlterner, the
release of rvhich in 1945 dismayed rhe American public in rhe South,
but won the prize for Besr Actor and Best Director ar the New York
Film Critics Awards, as well as the Golden Lion of Venice rhar same
year. Finally rn t9q6, Jean Renoir completed The Diary af a Cbanber-
ruaid, followed, l:y \Yoman 0x the Be"zcb in 1947. rJfith The Diary of a
Cbanbernaid. the "Frenchness" of his ralent was for the first time fully
tevealed on screen! as Zanuck had exllecred from the beginning of
Renoir's American sojourn. Renoir's penchanr for creativity and orrgr-
nal cinematic rechniques gave him a new dimension and style once in
Hollywood. Greatly captivated with water imagery and symbolism
(like his father), Renoir repeatedly used the element as a symbol of
eternal life. In r95r, in India, he shor a motion picture entitled The
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Rite4 an inspired color production (before making his comeback in

Iraly in r95z with Tbe Golden CoachlCarvose d'or). Yet, in taking a

critical distance from Renoir's orerall career, all of his Hollywood

movies can be ranked among his least memorable works as a result of

rhe significant obstacles he faced in adapting to the American produc-

tion sttucture.
The same cerrainly could not be said for actor Charles Boyer (1897-

1978), whose career blossomed in Paris during the t9zos, and who

rapidly became a popular actor on stage as well as on screen- Con-

stantly in search of the latest European rising talents, MGM invited

Boyer to Hollywood and shortly offered the ambitious actor a conttact.

The 'raain ambition of MGM rvas to make a srat otlt of the young

French talent. To charm and persuade American spectators, however,

Boyer, although already speaking several foreign languages, had to be

fluent in English. He had to learn rapidly in order to survive the fast

production pace of Holll'wood studios. \7hile Boyer diligenrly worked

on his English, Irving Thalberg, MGM's legendary vice presidenr, took

a personal interest in the young actor, offering him roles in French

versions of MGM's films for European markets. Boyer costarred with
the most famous actresses of the time: Ingrid Bergman, Madene Die-

trich, and Greta Garbo. Following his marriage to British actress Pat

Paterson,r Boyer also worked in Europe, most norably with his perfor-

mance in Mayerling. At age thirty-nine, during the lirst hours of the

war, Boyer joined the French army and fought until the defeat of

r94o. Nevertheless, he maintained many contacts with the Free French

units of the Resistance throughout the Occupation. Boyer's movie

career remained successful; he made more than eighty films, including

famous American dramas such as All Tbis and Hequn Toa (rq4o) with
Bette Davis and Ga igbt (1944) with Ingrid Bergman, as well as

remakes of French blockbusters such as Algier: (1938), adapted from
Duvivier's PAF le Mak\: Tbe 

'lhirteentb l*tter (t95r), adapted from
Henri-Georges Clouzot's controversial Le Carbeau (1942); and his last

feature performance in A Matter af Tinn (1916:1. Boyer's soft and
languorous voice completed to perfection the romantic image of
"Frenchness" that Hollywood conveyed for decades on the screen.

Another image of the French that Hollywood proudly paraded on
screen-though less romantic but with abounding Susto-was the one

created by Maurice Chevalier (r 888- rg7 z). Parisran by birth, and from

the most Parisian of all districts, M6nilmontant, CbeY^lier became ar:

international show business legend over several decades, beginning in

the rq2os with his music hall successes, such as "Mimi" and "Valen-

tine," at the Casino de Patis. He signed with Patamounr Studios and

landed his 6rst role in Hollywood for a musical entitled, Inaocents af
Paris (La channn de Parh, 1928), just one year after Alar Crossland's
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Tbe Jazz Singer, starring Al Jolson. Chevalier embodied the stereo-
typical Parisian with his distinctive gouaille (verbal stamina), cheerful-
ness, and, of course, heavy French accent. During the Occupation, his
tour through Germany in support of French prisoners of war larer
attracted suspicion of possible indulgence toward rhe German regrme.
He was nominated for Academy Awards for Enst Lubitsch's The Lote
Parade (Parade d amour, r9z9) and Hobart Henley's The Big Poxd (La
grande mare, r93o). In 1958, his performance in Gzgz react.ivated his
Hollywood career following the McCarthy era, during which he had
been explicitly labeled a communist. Maurice Chevalier rerired from
the theatrical srage in 1968.

Because of the numerous voluntary and involuntary precipitated
departures to Hollywood (and other destinations), several assistant
directors rose to become directors. Although rhey started their ca.reef
under exrremely difficult conditions, the new generation of filmmakers
alteady had extensive training in the cinemarographic industry, con-
trary to their predecessors, who had learned from the outside.3 Most
saw their cinematographic careers soar. These included Jacques Becker,
fot It Happerxul at tbe Inn (Goupi-Mains-Rougey r943); Roberr Bresson,
fot Angels of the Streex (Let anget da pdchi, ry43) and l-adies of the Pa&
(Les d,zmes rlu Boit de Baulogne. t945); Clouzot, for The Murderer Lit a at
Number z t (,L'auarin bahite aa z t, r94z); Louis Daqt:rn, fot Partrait of
Innotenrc (Noui les gass,"r, r94t) and Pretnier de cord.de (ry43); and Andr6
Cayatte for Shop-Girlt af Paris (Au Bonhear des Damet, t943)- 1'long
with these new directors came new actors, such as Suzy Delair (b.
r916), Jean Marais (r9r3-98), Alain Cuny (r9o8 94), Serge Reggiani
(b. r9u z), G6rard Philipe (r9zz 5/, Martine Carol (t9zo 67), Dan-
ible Delorme (b. 19z6), Maria Casaris (rq-zz-96), Paul Meulsse
(t9rz-19), Daniel Gelin (b. rgzr), Marie D€a (t9tz-92), Micheline
Presle (b. rgzz), Odette Joyeux (b. r9r4), and Madeleine Sologne
(19tz-91). Although mosr entertainmenr activiries were slow during
the first months of the war, movie theaters and music halls were almost
always sold out because they offered a depressed and disconrenred
population an immediate escape from the reality of the Occupation,
hunger, and endless material struggles. During the entire period of the
Occupation, the French public enjoyed some of its most celebrated
actors: Fernandel (r9o3-1t), Raimu (1883-1946), Saturnin Fabre
(r884-r96r), Pierre Renoir (r885-r912), Albert Pr€jean (r894-
1979), Robert le Vigan (rgoo-t 97 z), Pierre Fresnay G891-r97),
Fernand ledoux (1897-r993), Jean-Louis Barraulr (r9ro-94), Viviane
Romance (r9o91r), Adetty (r898-r992), Mireil le Balin (r9o9-68),
Edwige Feuil lEre Q9o7-98), Harry Baur (r88o-r943), Charles Vanel
(r892-r989), Michel Simon (r891-r97), Jules Berry (r883-r95r),
Gaby Morlay Qa95-r96Q, Madeleine Renaud (r9oo-r994), cinette
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Irclerc (r9tz3z), and others Not surprisingly, rhe most popular

movie genres, mainly of the "escapist' variery.' were comedies. cos-

tume dramas, romantic comedies, thrillers, historical productions, and

Iegendary tales. According to film historian Jean-Pierre Benin-Maghit,

French movies eagedy dodged the reality of life since audiences equally

wanted to escape the reality of war. Among the zzo lilms produced

during the war years, only a handful reflected a contemporary situatron

dealing with the war and the reality of the Nazi Occupation.'"

FRXNCH CINEMA AND VICHY

Although Vichy's spirit constanrly strived to invest in French cinema

and its industry, it never quite succeeded in maneuvering its works of

art during the four years of the Occupation. And as patadoxical as it

may appear, much of French filmmaking took shape during this tor-

menteci period. The slogan Trawil, Fanille, Patrie (Labor, Famrly,

Homeland) illustrated an entire symbolist paradigm of family values,

rhe joy of labor," and craftsmanship that became the content of docu-

mentaries. It was also the qccasion for the extreme right wing to create

a climate of expiation for all the "mistakes" made during the pteceding

decade (allegedly caused by the Jews and left-wing Republicans with

Masonic connections) and to eventually censor the best French produc-

tions from the preceding years: H6tel clu Nord, Grand lllusion, Port nf

Shadous, and Da1'breah among them.
A fervent anti-Semitism emerged following decades of politically

right extremist activities coupled with thae pressure of the occupying

forces (Referat Film cinema services as well as the Propaganda Staffel

directed at the time by Dr. Dietrich). Marshal P6tain' who never

tempered his political position against "too much" Jewish influence in

the third Republic, certainly capitalized on the indistinguishable ill

feelings held by many toward political Ieaders of the Popular Front

and ils successors, such as former ptemier L6on Blum and Edouard

Daladier $ewish and non-Jewish, respectively), who were speedily put

on trial by the Vichy govelnment for their political ties with the

former administration. In this context, Vichy presented the German

presence as a iust and logical punishment. Subsequently, Jews and

communisrs were the principal guilty icons. Many directors, caught

by this hosrile momentum, published articles about the negarive pres-

ence of Hollywood productions on French soil." Marcel L'Herbier

himself, a pioneer of French silent films, indulged in a critical dis-

course that left no doubt about the political climate of the Occuparion:

it clearlv teoresented French cinema as the victim of American and

Jewish economic powers. Indeed, the presence of Jews, much more

i-pott"nt on the production side ofthe cinematographic industry than



I I 2 FRENCH CINEN{A

on the acting scene, had inherited a bad repuration following rhe
scandalous bankruptcy of the Path6-Nathan company in 1936 lsee
chapter r). The Third Republic's low "cinematographic standards,"
represented and influenced by the American ''enemy," 

were regulady
identilied as the source of the disaster and placed in opposition to the
moral order.

Subsequenl to the crearion of a new commission, labeled the Com-
missariat g€n6ral aux questions juives (Commission for Jewish Affairs),
French authorities undemook a legalistic process to authenricate differ-
ent origins and proof of'Jewishness" or "non-Jewishness." On October
3, r94o, Vichy inrroduced, on its own volirion, the aricles oflhe new
racial laws: any individual who had two Jewish granclparents or who
was married to a Jew would fall into the category of Jewish. Vith the
immediate implemenration of these decrees Jews, or caregorized Jews,
were no longer allowed to exercise the professions of film direcrors,
administrators, business managers, company and theater owners, cam-
eramen, and journalists.'r Prohibiting Jewish participation in any of
the film industry's aoivity began the long and latenr "purification''
process of the cinematographic profession. But the role of Vichy in the
massive arresrs and deportation ofJews created dismay and to rhis day
remains controversial. The silent and systematic repression exened by
rhe French public administration in tracking down the "unwelcome"
foreigners throughout rhe r93os is an essential component without
which an understanding of the actual preestablished process would nor
be possible. In r94o, rhe representarion ofJews as the enemy of France
was already widespread and rherefore did not break new ground. One
could argue that the version, according to which Nazi fressure rail-
roaded the Vichy government to enact anti-Semitic laws and to esrab-
lish a process of "aryanization'' ofJewish property in France, remains
somewhat unverified.

Following the declaration of war, many foreign Jews who were
involved in French cinema wefe affesred and sent ro French carrros:
others wefe able to flee abroad, or for a few, to work underqround
under a different name (for example. Joseph Kosma who workeJ under
the pseudonym of Georges Mouque and Alexandre Trauner, who,
unlike many eastern Europeans, had chosen ro remain with his prewar
crew). The wirch hunt had begun. The parriciparion of French police
in virtually all anri-Semitic apprehensions, both in the occupied and
free zones, facilitated the events o[ rhe Vdlodrome d Hivei of July
1942, which sent thousands ofJews to deportation and death camps.'r
V ichy  s  po l i cy  seemed ro  be  a  v ind ic t i ve  en ferpr ise  o f  rhe  la re  anu-
Dreyfus activists mofe than an enactment of allegiaoce ro rhe occupy-
ing forces. Actors themselves, though safeguarded by their narional
fame and deference, could noc elude the unremitting allegations of an
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anti-Semitic press. Harry Baur, one of the most reputable French

actors, r.ho starred in Maurice Tourneur's Vo/pone in r94o, also had

one of the most tragic destinies. After his ParticiPation in Continen-

tal's first production with Christian-Jaqte's The Murder af Santa Claut
(L'assatinat du Pire No!|, r94r), the actor was suddenly accused of

Jewish origins by the collaborationist review Je lais partlut While

firmly defending himself about his identity, he was forced by the Nazis

to play a rcle in La rynphonie d une lie (:1942), a German musical

comedy. But after shooting the lilm, the accusirtions came back to

haunt him. Following his rerurn to France, authoriries declared him

an English agent who had provided help in the escape of several

prisoners." Baur was immediately arrested and sent to prison He died

a Nazi prisoner, worn out by the physical, psychological, and moral

tortures he unders'ent in 1943, just a few days after his liberation on

Aoril 8.
How well orllanized was rhe French lilm industry before the advent

of the rvar? From the early years of the Lumiite btothers' Cin€matogra-
phe io 1895 until Renoir's Tbe Rules af tbe Game in 1939, its history

had been, even for its greatest masterpieces, an endless epic of adven-

turous enterprises that conjoined financial scandals with artisric feats,

and bankruptcy with unprecedented creativity. For the iirst time,

despite all the social upheavals, French cinema was contained within a

firm political and economic structure. Consequently, the Sovernment
was finally able to take command of rhe industry and of the distribu-

tion of motion pictures. The war was also a good occasion for the

governmenr, and indirectly the indusry, to unconditionally regulate

the economic and logistic flaws'6 of the past and ultimately to impose

adminisrrative guidelines on a profession that for decades had produced

a certain customary negligence. The film industry was now attached to

a minisrry called rhe General Secretary of Informatiotr, and Cinema

Services became the central organ of its management. The government

was concomitantly in charge of censorship commissions, propaganda

initiatives, production assessments, neSotiations with the Propaganda
Abteilung and the decisions of a new structure, the COIC, or Comit€

d'organisation des industries cindmatographiques (Organizational

Committee for Cinematographic Industry). Created on October 26,

r94o, the COIC was directed by Jean-Louis Tixier-Vignancour and

Raoul Ploquin.
The new COIC put up countless obstacles ro French filmmakers.

One of the first resolutions of the committee was to impose the use of

the famous carte profes onelle (CIP, or professional card) withour which
no actor, director, cameraman, or set assistant could possibly work. To

be able to begin the shooting of a movie, producers had to obtarn a

triple license for all stages ofproduclion. A Froduction visa (mandatory
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until 1942), a managemenr visa (risa d'exploitation), and 6nally, if
necessafy, an exportation visa were attributed by the Referat lilm and
distributed by the newly created COIC. Needless to say, only non-
Jewish and experienced direcrors were the recipients. In addition to
rhar obstacle, directors had to deal with rhe shortage of 6lm srock,
which consequently reduced the number of allocated licenses by half
(not including rhe numerous power cuts that choked production until
1944). German control and power over French filmmaking rapidly
increased. On October q, r94o, the Nazi military command inrer-
cepted all existing negatives of Iilms made after January r, t979, and
later on May 2r, rg4r, it confiscated all films whose initial screening
was prior to October L, r9j7, as well as Iilms that "osrenrariously"
exalted French patriotism.'7 (Once the films were destroyed, the recov-
ered nitrares were reused to rnake blank-film stock.) After the disap-
pearance of all Anglo-American movies on European soil, German
productions started to invade the French market in r94t, growing
from twenty percent of the market to saturate the screens completely.

Another restrictive ourcome was the abolition of double program-
ming in theaters. Before the advenr of the COIC, French audiences
used to enjoy for the price of a ticket the so-called double program-
ming which included rwo movies back to back, one of which usually
corresponded to a B-picture feature film, plus newsreels, a documen-
tary, and several live atrfactions. But with the limitation of film and
power, and the introduction of curfews, the new commission imposed
the prlgranzrlxe unique, whrch now included one feature film, one docu-
mentary, and a single newsreel. It was during the projections of the
\Tochenschau (weekly show) that mosr of the mockery came from
spectators who were outraged by the level and content of the Nazi
propaganda. As expected, when appearing on screen, the Germans were
immediately booed, v'hereas the English and Americans were ac-
claimed. Nevemheless, not all new measures emanaring from the COIC
were to be considered restricrive and punitive. Several new measures
benefited the 6lm industry to such a degree that some are still acrive
today. These include the establishment of a censorship system to
protect viewets under rhe age of sixteen, the normalization and unifor-
mity of ticket prices (which finally regulated box office starisrics and
compelled rhearer managen to be accountable for their profits), the
establishment of advances to anticipared producrions srarting in May
t94r and financial assistance to short film productions'3 (because of
the prohibition against double bills, which indirectly benefited the
shorts), and the creation in January 1944 of the presrigious Instirur
des hautes 6tudes cindmatographiques (IDHEC/French Institute of Ad-
vanced Film Studies, which has since become known as FEMIS), pre-
sided over by Marcel L'Herbier.',
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PROPAGANDA AND CENSORSHIP: THE CASE OF
HENRI-GEORGES CLOUZOT

In October rg4o, a Getman regulation banned Anglo-American pro-

ductions and a large number of French lilms. Ar the time, there were

an estimated 75 million francophone spectarors in 5,ooo theaters in

the wo d compared to the anglophone market, which counted zz5

million spectators in 3o,ooo theaters. According to the CNC, among

572 films projected throughout France in 191i, 21a were Amelcan,

Under the German occupation, censorship authorities silenced cinc-

matogtaphic crearion. The interrelationship between the Vichy Sovern-
ment, German authorities, French Republic institutions, and religious

authofities was a complicared one. The COIC, acting on behalf of the

Vichy governmenr, fervently controlled the production of cinemato-

graphic subject matter. It prohibited 6lms from conveying themes

such as the traditional representation of the working class, unequivocal

allusions to contemporary events, and distinctive features of the

German Occupation. To them as well as to extreme-right followers,

French cinema of the r93os r,'as guilty of constanrly representing its

main protagonists as evil social characters. In addition, the plot almost

always evolved in a decadent backgror-rnd such as crime, murder, and

places of ill repute. As a result, most films ofpoetic realism as well as

orher masterpieces of the r93os were rigorously banned by the COIC.

These included P...enorr's The Htnan Beast, Grand lllasion' and The Rulel

af tbe Game plus Marcel Carn6's Hitel du Nord, Patt of Sbadc,u:' and

Dalbreak. In no instance could any authority figure be ridiculed or

demasculated. The recurrenr backgrounds evolving in rhe lower depths

of society (with characters like prostitutes, pimps, callous crooks, and

demimondaines, adulterous relations, and the mafia) wete no longer to

be depicted. In addition, all vulgarity and slang were banned-'" As

Pierre Darmon described it, the Vichy regime was deeply involved in

a pudique campaign: 
''Kisses on the big screen being shortened, the

ones inside the movie theater were ro be forbiddeo ""

The exportation of French lilms was declared illegal after 1942.

Cinematographic and media censorships were directed by the Referat

Film, which also indirectly controlled the COIC, the production and

attribution of [lms, and the process of manufacturing The Occuparion

authorities had three main goals: the avoidance of any intellectual

reflection on current conditions of the Occupation, the "purification"

of existing motion Pictufes, and the liquidation of the French cinemat-

ographic patrimony, which concomitantly eased German competition

on the European market. However, rhe real collaboration sought by

the Germans, the only efficient one known at the time, was based on

the establishment (created by the French themselves) of sound eco-
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nomic structures made solely for the purpose offacilitating their control
toward a more lucrative exploitarion. Several films such as Clouzot's Zle
Rauex and Alben Valentin's r;44 La uie de plazizt'' which would have
been banned from screening during the r93os by rhe administration of
the Third Republic were surprisingly granted a distibution visa, de-
spite compelling criricisms by lrench society and rhe wide freedom in
their study of local customs that pervaded those films.

Unlike what one would expect, French cinema of the Occupation
(with the exception of rare "vindictive" and isolated projects produced
by rhe Propaganda Staffel, such as Ler clt"rupte n in r94z and Paul
Riche's Forrer occultes in 1943)'3 did not indulge in explicit or exuber-
anr figurations of the multiple "enemy" (Jews, communists, the
Anglo-American menace, or Freemasons). This absence of fascist
imagery, however, disappeared with Vichy's emerging political doc-
trine and its racial laws. Between r94o and ry44, the impact of
political propaganda on the French public was nonexistent. It is safe
to conclude that the cultural colonization enterDrise undertaken bv the
Nazi authorities as well as the Vichy gouarn-an. lvas e.renrualiy a.t
utter failure because all nationalisr productions, except for a few pro-
ductions highly endorsed by Josef Goebbels, such as Veir Hatlan's Tbe
JeuSi s'+ (l* juif Siix, r94r) and Joseph von Baky's Miinthhaurcn (La
auenturu du Baroa de Milncbhausen, r94J), were almost completely
severely rejected by the public.

AIso disregarded by French audiences were the wodd newsreels of
the Deutsche Vochenschau projected in the occupied zone. During
the years of the Occupation, a major focus of attention by the German
authorities was rhe vigorous implementation and maintenance of the
newsreels berween projections in theaters. Needless to say, because of
its content as well as its mandatory screening, the Deutsche Nfochen-
schau became so immediately unpopular that French police officers had
to be present during screenings to monitor aggravated movie audi-
ences. Before June r94a, companies such as Pathd, Gaumont, and
Eclair edited newsreels in France. After the arrival of the Germans rn
Paris, screening of a single broadcasr of German news in the occupied
zone was imposed with the \(ochenschau, also distributed rhrouqhour
th i r ry - l i ve  counr r ies .  To  ed i r  wor ld  news in  French.  the  Occupar ion
forces created a lilm-press company during the firsr summer of rhe wur
known as the Alliance cin6matographique euro!6eone (ACE), rhe main
task of which was the distribution of German films in Ftance, Larer in
1942, the Nazis negotiated with the Vichy government for the pro-
ducrion ofa single news program, which would replace both the wodd
news in occupied France and the single news program that Path6 and
Gaumont had produced for Free France since October r94o. Though
predisposed by the Vichy collaborarionist endeavors, led by the royalist
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review L'Action frangaise, as well as Nazi propaganda, news relating to

France was gradually incorporated. The program, France Actuality's
(France News), stopped showing in August 1944 with the Allied troop

movements in Europe.
Paradoxical as it may appear, French productions, unlike German

and Italian national cinemas, never openly reflected any major theme

of Vichy propaganda that was usually broadcast by Radio-Paris or by

the Parisian press. Although dealing with a constanr assault of German

and Vichy propaganda, concluding that the French. population had

been truly swayed by its seditious rhetoric and conlent still remains

arguable. During the lirst months of the Occupation, the Vichy ad-

ministration owned the editorial management of the popalar France

Actaa/iti newsreel that accompanied every film screened in French

thearers. But with the organization of the French Resistance move-

ment, and especially the transmission of radio broadcasts from En-

gland, the occupying authorities, fearing loss of command over French

popular audiences, began to assemble and edit their own current affairs

footage with a tigorously German partiality leading to believe tha.t
"rhe war was over" (then later "far from being over"). In fact, French

audiences were in latge part ignoring the effom for misinformacion
(also forrnd in the press, current affairs footage, and radio broadcasrs);

and due to their individual concerns rvith the struggle of their every-

day life, most French civilians actually never came close to enrolling

in the Resistance movement or to participaring in collaboration oper-

ations. As a matter of fact, the French people were known for their

Iegendary, and self-imposed, attentiJme, a "wait and see" state of rnind

Before the war, German films made up twenty percent of the films

shown in French theaters. During the 6rst years of the Occupatron,

seventy'five percent of projected lilms in France were of German ol-

gin. To posirion Germany as the only promoter of European cinema as

rvell as to replace Anglo-American productions, German aurhorities

had to establish a porverful and efficient film company on French soil.

The first steps were to asceftain what was taking place in rhe French

film industry, ensute control, and, if required, supervise all aspects of

production. Shortly after German aurhorities intervened, they efli-

ciently implemented a new organrzatior,al structure. On October 3,
r94o, Continental Studios was established, with osrenratious head-

quarters on the Champs-Elysdes. Created our of two German compa-

nies (UFA and Tobis), Continental Studios' exclusive mission was to

produce French films. Needless to say, for both German distributors,

the eradication of French cinema was a good idea, since by now two-

thirds of Parisian rheaters showed only German productions.

Alfred Greven, who already had extensive experience with the

German film industry, managed the new studios. FIis prevrous posrtron
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as producer for UFA had enabled him ro work with French directors
in Bedin studios who had come ro produce multilanguage film ver-
sions. For instance, Henri-Georges Clouzot, Jacques Feyder, and Henri
Chomette all worked in Germany tsetweet r91r and 1938. When
Greven arrived in France, he understood immediarely rhat the small,
fragile size of the existing French production companies, aside from
Gaumont and Path€, did not correspond ro rhe scale of other European
film studios. He soon developed a vertical concentration of cinema-
tographic companies. Just one month after the establishment of Con-
tinental, Greven created SOGEC (Saditd de ge$ian et d explaitariun
du rinna,), a distribution company whose main goal was to purchase
and control new theare6. Although Continental Studios did grant
a certain margin of artisric freedom to the 6lm direcrors, acrors. and
technical crew it hired,'r the company mostly did not atrract
distinguished French actors or directors, wirh the notable excep-
tions of Pierre Fresnay, Raimu, Maurice Tourneur, Marcel Carni
(who never directed any lilm for Continental), Christian-Jaque, and
Georges Lacombe.

As a direct reFresentative of the German authorities in Frarrce,
Alfred Greven's offers for roles or participation in productions had to
be understood as resolute commands. Consequently, many artists, such
as I-ouis Jouvet and Frangoise Rosay, who were opposed to the Vichy
regime, insinuated fake morives such as prior engagements, poor
health, or retirement to make themselves unavailable for any acting
role with Continental. Despite the sudden exodus of French actors
abroad and into the Resistance, Continental remained the major film
company of the Occupation, with a roral of thirty frlms among the two
hundred rwenty films produced by French and German companies in
France (among which founeen for Path6-Cin6ma and ten for Gau-
mont). '6 Despite the highly crit icized reception of these fi lms, in r943
Continental produced one of the most famous and controversial motion
pictures of the Occupation period, a suspense/psychological thriller
entitled Tbe Rdlen (Le corbeal). The motion picture, direcred by Henn-
Georges Clouzot,'? possesses a solid, almost ''mechanical," plor, around
which is based an enthralling study of French provincial cusroms. The
screenplay was adapred from a script by Louis Chavance, a master of
the hard-boiled novel.

The srory line, inspired by a rrue story (the anonymous letters of
the city of Tulle), was judged defamatory by producers during rhe
r93os, since French provincial life was mainly reprcsented in a gloomy
manner. The facts went back to r9r7 when in Tulle, a small provincial
town, Angdle Laval overwhelmed the town with poisonous, anonymous
lemers to seek revenge following a romantic disenchantment. Once the
vindictive rage was unleashed, the outcome ofthe frantic storm resulted



Michelioe Francey (Laura) and Pierre Fresflay (Dr. Germain) in Henri-Georges
Clouzot's :r942 Le Cafieaa (.Covtesy of BIE\).

,

i

The Victorine Studios io Nice and the gigantic set designed by Georges \Takhev-
itch and Alexandre Trauner for Marcel Carn6's TAe Da,il s Ewo,t (Les ,-isite n du

sair, t912), (Courtesy of BIFI).
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in three suicides. At the time of the Third Republic, rhe Censorship
Commission, {eaing a scandal from this rense thriller, never deemed
the script tolerable. In a reversal, the projecr ended up 6ve years later
in the hands of Alfred Greven, and Continental endomed rhe projecr.
The story opens with Uw petite ttille, ici ou aillews (A small town, here
or elsewhere), anricipating a ponentous conclusion. Somewhere rn
France, a small, peaceful town is swiftly overwhelmed by a campaign
of anonymous letters. The unknown author, who signs his missives Le
carbeau, initta.lly accuses the new doctor in town, Dr. Rdmy Germain
(Pierre Fresnay), of adultery, and abortion, and soon broadens the range
of his victims, sparing no one. Humiliated wirh their mosr inrimare
secrets and betrayed by outrageous allegations, the cirizens begin to
doubt one another, and the fragile social harmony seems to be irrevo-
cably plagued. rVith the presence of the unknown (the reason for all
the turmoil), the anguished citizens start to liberate their true feelings
about their enemies as each day brings new letters and new denuncia-
tions. Long-term personal hatreds, family feuds, adulterous relations,
suspicions, and jealousies are all revealed behind the mask of hypocrisy.
Dr. Germain is accused of engaging in an adulterous relation with
I-aura (Micheline Francey), the attracrive young wife of Dr. Vorzet
(Pierre larquey). Given his old age, Dr. Vorzet appears to be a father
ligure within the community, but he is also clever and eventually gives
signs rhar he is slowly identifying the author of the letters, the cnme,
and exactly how it was committed. Meanwhile at the hospiral, a young
cancer patient is mysteriously informed (through another anonymous
letter) of the terminal natute of his illness and commits suicide the
next day. Marie Corbin (H6ldna Manson), a nurse working rhere, is
immediately accused of the homicide, and rhe entire town hopes des-
perately that she is the source of all their torment. But during a service
at church, another anonymous letter flies down the vault. Its contents
clear Marie of any role in the dearh or the lerters. Dr, Germain and
the township officials, exasperated by the gloomy plot and the intan-
gible nature of the crime, decide to gather all rhe suspects in a
classtoom and force them to write for hours in order to discover the
authentic handwriting of the mysterious author. This is ro no avail,
since the author of the leters is still free. One day Dr. Germarn
discovers Laura, emotionally unstable, with a stain of ink on her
thumb, and realizes that she has been writing the letters all along.
After laura is sent by her husband to a mental instirurion, Dr. Ger-
main relates his discovery to his colleague, and comes to understand
that Dr. Vorzet is the teal corheau. When Germain emers Vorzet's
office, it is too late. He finds Vorzet dead, his throat cur by the same
razor that killed the young cancer parient. While all the elements fall
into place and put an end to the satanic puzzle, someone steps out of
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the home. The murderer, rhe mother of the young cancer Fatient,
walks slowly away under the Powerless gaze of R6my Germain.

To deconstruct the story- rvould be to miss the cinematographic

nuances that make Le Carbeau tantalizing. Standing back from the film

and what ir expected audiences to assume, one can see that Dr' Ger-

main is not engaged in unethical behavior or scandal, but in a quest

for truth. Le Cofieau has one of the most familiar lilm noir themes: the

hero is not a criminal, but an isolated character who, despite being

tempted, betrayed, and humiliated, finally succeeds. In this "double''

relation (R6my/Denise and R6my/Llura), women and men temPt one

another; neirher s'ould have acted alone. Borh are attracted not so

much by the crime as by the rhrill of committing it with the other

person (R6my, Iaura, and Denise, played by Ginette Leclerc, are pulp

characlers with lirtle psychological depth, and that is the way Clouzor

wanted it). In the wodd of Le Catbeau, heroes and villains constantly

srruggle to survive, as Dr. Vorzet's philosophical discourses to the

townspeople convey a peculiar tone of guilt.

DR. VoRztrTl Since this whidwind of hate and calumny starred, all

moral valurs have suffered; yours like others. You too

rvill fall. I don't say you'll straflgle your mistress, but

1'odd go through my papers, if I forgot them on the

table, and sleep with Rolande if she *'anted to. Thete

is no choice.
I can see you're used to mad people

At your service . . . [He exits the classroom] aod good

night.

The explanation given by Dr, Vorzer illustrates a mechanism CIou-

zot often used in his lilms, and his inclination for a persuasive Mam-

chean mise-en-scEne rather than academic technique. The internal

convulsions of the city and the epidemic nature of the letters are all

perfectly represented in its finest symbolic contrasts. The photography

by Nicolas Hayer helps to develop the 6lm noir style of sharp-edged

shadows and shots, strange angles, and Lonely settings. Imagery is the

movie's orher great strength, more immediately apparent to viewers

than the subtle remodeling. As a director, Clouzot was not an artist

who fiamed his shots eccentrically or cut for shock effect. Instead,

chiaroscuro, shadow projections, and shafts of bright light entering the

frame were among Clouzot's favorite devices.
As his second filral', Le Corbeau represented a lirsr full-scale orchestra-

tion. The visual element of the film expresses its lirerary style. It is no

more realistic than its dialogue, bur it is not quite expressiontstrc

either: stylistically, the 6lm extends imagistjc conventions of contem-

porary American movies by further infating stylization. Few other

directors have made so many taut, sav\ry, cynical, and, in many differ'

DR. GERMAIN:

DR. VORZETi
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ent ways and tones, witry films. As a film director, Clouzot was rarely
patient with long takes and slow-paced action; instead, he emphasized
psychological tensions with deliberate and well-timed cuts. The audi-
ence is involuntarily engaged by the subtleties of character, rhe psy-
chological tensions thar evolved through complex relationships, the
ambiguities of human behavior, and rhe interpersonal relationshios.

'With its constant gloomy armosphe re, Le Ctbeau offered a p-erfect
blend of form and content. The desperation and hopelessness of the
townspeople were reflected in the visual style, which saturated the
screen with shadows and only occasional bursts ofsunlighr. Enrhralling
but occasionally acerbic and cymcal, Le Corheau potttayed fot the
French audiences ofthe Occuparion a series ofanxious characters (Laura
and Dr. Germain) trying ro elude some mysterious past that continued
to haunt them. They are hunted down with a fatalism that taunted
and teased before delivering the final, definitive coult de tb *e. The
decor was the right fir for the hard, urban context and dialoque created
by Louis Chavance, who elevated chiaroscuro in motion prctures to a
metaphorical representation of both truth and dishonesty. Following a
tiresome oral dictation inflicted on the rown's suspecrs in order to
identif' the handwriting of the corbeau, Dr. Vorzet reminds Dr. Ger-
main of the impossibility of his quest: ''You 

think that people are a.U
good or all bad. You think that good means lighr and bad means
nighr? [He swings a ceiling light between him and Dr. Germain.] But
where does night end and light begin? IThere is the borderline? Do
you even know which side you belong on?"

Fate will not permit the protagonist ro escape his past. After losing
his wife and newborn baby ar birth, Dr. Germain decides to be at the
service of pregnant women; he inhabits a wodd that constantly pulls
people back into rhe chaos of existence and eventually suffocates them.

Ar the rime of its release in 1943, a large number of viewers were
reluctant to praise rhe lilm, some because they had trouble categorizing
it, while orhers were morally offended by k- Le Corbeau was indeed
besieged from both sides of the political scene- The anti-Nazi acrivisrs
and members of the Resistance considered Le Corbezzu pro-Nazi propa-
ganda and iiercely fought (in the clandestine press) against rhe screen-
ing of rhe film. To them, it exemplified a collaboration wirh and
submission to the German authoriries by portraying a gloomv image
and the malicious character of French people. The choice of rhe small
provincial rown was comprehensible since it accentuated the dramatic
background of rhe plot. Isolated from rhe rest of the country, the
uagedy occurs step by srep without any exterior pressure, as rhe de-
structive presence of madness slowly pewades the screen. For the
Resistance, the frnal message, despite revealing a tormented epoch, rs
often underestimated: anyone can become a carbeau in order to free



Frencb Cinema of tlte OccuPation 1 2 1

crneself from any agotizing obsession The right wing and Vichy sup-

oorters also demanded the film be banned for its immoral values. Fot

ihem, it stood as the antithesis of the National Revolution and violated

rhe ethics of a fundamental morality (as it indirectly reminded audi-

ences of the epidemic scourge of anonymous letters thar was wide-

spread in those days in occupied France)

The years during and after the liberation of France, the ComitF de

lib6ration du cin6ma frangais (CICF), a newly created committee that

supervised rhe reorganization ofthe French cinema industry from r944

until r946," lefr no ambiguity abowt Le Carheau. Clouzot, rhe director,

and Chavance, the screenwriter, had made an anri-French movie, di

rectly commissioned by Josef Goebbels. This accusation would be one

of the main grievances retained against the filmmaker' Louis Chavance,

howevet, was able to disprove the accusation by justifying the date of

the project (L'oeil du rerpept, 1931), well before the German presence

in France. After the Liberation, the case of I'e Catheau vehemently

impassioned public opinion. On October 17, 1944' as Clouzot srn)d

in lront of the Comit6 de Libdration du Cin€ma, formed to ludge film

direcrors and their productions during the Occupation, the main ac-

cusation was related to the inrended message of The Rat'en, Accotdrng

to Les lettrc[ frangain and its violent article entitled "Le cotbeau est

diplttntd" ("-lhe Crow Is Unfeathered''), the film had most tikely been

shorv.r in Germany under the title Ptauitce frangaise (French prot'ince)

But, according to Clouzot, because the film was not dubbed, it was

shown only in Belgium and Switzerland, never in Germany. During

the hearings, Clouzot took advantage of the climate of denunciation to

remind his judges of the poisonous atmosphere of anonymous letters,

which overwhelmed France at the liberation.'e Behind Clouzot and

Chavance's hearings was a political agenda to sanction Alfred Greven's

closest collaborators. On May 7, 1945, Clouzor wa: condemned to a

lifetime professional susPension. One year larer, however, rhe sentence

was reduced to two years even though Le Carbeau was still considered

in oart an anti-French movie. The committee never expressed a clear

,r..di.t ott the film, leaving rhe impression that the main accusations

were leveled toward the director and his close rvorking relationship

with Greven.
If it is true that Le Corbeaa3" exposed a darker side of small-town

chronicles in France, balancing the optimism of Hollywood melodra-

mas by focusing on squalid criminals and doomed atmospheres, the

question of whether or not the lilm is fundamentally anti-French or

anti-Occupation remains arguable. \i(hereas Hollywood sttov€ to

maintain high public morale during .he war years, film noir gave

viewers a peek into the alleys and backrooms of a wodd filled with

corruption. Le Corbeau undoubtedly made Clouzot a leading authority
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of French film noir during the postv/ar era- The French public, which
eventually forgave Clouzot's entanglement with Continental, appreci-
ated his later darkly pessimistic psychologi,-al rhrillers, such as \Zager
,Lf Fear (Le salaire de la pear, t95) and Diabolique (Les diahaliquer,
r955), which are discussed in the following chapter.

\UTORKING CONDITIONS UNDER THE OCCUPATION:
MARCEL CARNE

The four years of German occupation resulred in a rime of extensive
rationing all over France- (Shorages actuallJ,' began with the first hours
of the \(ar in May r94o and lasred until rhe late t94os and the first
fruitful results of the Marshall Plan.) \7hile food appeared to be the
most rmportant article in demand (71 percent of French household
revenue was spent on fnod), many other resources were in shorr supply
such as gasoline and diesel for vehicles, coal, spare parts, paper, wood,
and fuel for domestic hearing. Because fuel and vehicles were regulady
requisitioned by rhe German forces, a large percentage of the popula-
tion was suddenly compelled ro use other means of transportation such
as bicycle or gazag;ine, a vehicle with a mechanical gas converter affixed
to the rear- In addition, the scarcity of vacant apanments, caused
directly by the destruction of the q,ar and later aggravared by the
Allied bombing raids, deteriorated the situarion of populations in all
major European cities- The outbreak of the war and the rapid globali-
zation of the conflict distressed all French economic activitv. with
more than two mill ion men forcefully senr to Grrmany. Foltowing the
appalling consequences of rhe war in the Soviet Union, the German
\Wehrmacht was short of manpower for its own war factories. Conse-
quenrly, under intense pressure, Vichy incited the mobilizarion and
rectuitment of the male popularion between the ages of eighteen and
lifty to work in Germany, and at the same time liberated prisoners of
war. The service was known as STO (Service du travail obli!.aroire/
Forced Labor Program). During cerrain weekdays tnonholidays.t,
German authorities started to take into cusrody idle young men whom
they found attending movie rheaters and sent them to Germany for
rhe STO. Needless ro say, this new development immediarelv created
a desenion of movie theare$ among rhe yo,rng adult popuiation of
France. For all these reasons, and as a direct result of the STO, afrer
1942, fiIm companies, laboratories, and shooting studios had ro face a
dras t ic  shorLage o f  personne l .

In addition, the French cinematographic industry had ro surmounr
an eight-month interruption during the Nazi invasion follorved by a
difficult restart period after the Occupation. But even after restarting,
the disquieting context and a series of innumerable regulations re-
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sulred in much improvisation. Dealing with the new occupyrng iorces

as well as the new Vichy government was no easy task. Once financing

issues wete resolved, censotship avoided, authorizations granted, and

the Nazi authoriries' suspicions assuaged, the road to rhe final comple-

tion of rhe film was far from easy. The next serious obstacle was the

scarcitv of materials. The German authorities imposed extensive film

stock restrictions, and Kodak factories present in France, at the time

the primary manufacturer of film, were forced to direct seventy petcent

of irs production to Germany, leaving French producers in an abrupr

stute of panic. In addition, German authorities confiscated twenty of

the eighry contact printersl running in France. Raw material short-

ages caused by the war made cinematograPhic projects a precatious

business for producers as well as for crews. Intermittent powet cuts)

air alerts and raids, and sttenuous night shifts that exhausted actors

affected most of the anists' performances and memories Toward the

end of the war, over one hundred theaters in Paris alone were destroyed

by Allied bombing raids, more than four hundred throughout France-

Consequently, act;rs and directors were compelled to perform perfectI.y

in the lirsr shoot in order to save supplies From film stock to lights,

from nails for sets to fabrics for costumes, froni food for hungry crews

to the number ofextras on the set, norhing could be wasted- According

to Jean-Pierre Jeancolas, the Parh6 Film Company had to appoint a

speciul employee to collect, straighten, and recycle every possible nail

from used sets.r'
Interestingly, the diff iculties often instigated ingenuiry in order to

maneuver within guidelines and restrictions For example' the poor

quality of lilm stock during those years of frequent requisilions com-

felled directors and cinematographers to discover and utilize new

lighting techniques. In his autobiography, Marcel Carn6 also remem-

bers shootittg Tbe Deui|s Entoys (Let visiteurt du soir' t94z) and the

cuel dilemma of displaying a bountiful amount of food for the ban-

quet scene in front of starving actors who had to pretend to be

enjoying a gdrgantaesqae feasr.rr Although set assistants relentlessly

reminded the extras not to eat the food displayed on the extravagant

silver platters, one by one fruits of all sorts s'ere disappearing by the

minuti. Carn6 himself lrad ro redo a shot since a particular loaf of

bread was in the cameta field. As he removed it, he was surprised by

the very light weight of rhe loaf. Much to his surprise, a hole had been

secretly dug out by som€ hungry actor, who meticulously emptied rhe

center, leaving the crust intact. Someone from the technical crew

finally came up with the idea to injecr phenol in all the pears and

apples ro avoid remFtation. After warning the crowd of extras, the

scene was at last completed. But food was not the only center of

DreoccuDation for directors; fattrics for costumes and decoration, such
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as silk or velvet, were significantly in short supply in rhose 1'cars,
especially when designed ro represenr medieval court splendor. Once
again, artistic and rechnical ingenuiry prevailed over rhe adversiry of
the war, and costume designers were compelled to dfess extras with
rougher fabric, requiring cinematographers to use long shors. In his
overview of French cinema during the Occupation, Pierre Darmon
recalls how rhe fear of wasring film srock rumed into an authencic
nighrmare. \7hile shooting rhe scene of the prenuptial fesrivities in
Tbe Dwil's Enroy, Carni had all actors standing "frozen in time" when
inadvertently a greyhound (also starving) ran across the ser, ruining
the cur and forcing a retake.ja Due to rhe shortage of electricity, and
therefore any heating system on the sets, many directors accelerared
the shooting process in order to finish projects before winter- For most
well-known actors used to traveling in style, wirh comfortable cars,
their hrst challenge was reaching the shooring location or studios,
whether by public transportation, bicycle or even foot.

Many employees of the film indusry had to work clandestinely
within the srudios because of their affiliation with rhe Resistance. In
Nice, rhe Victorine Studios3t became a cenrer for clandestine workers,
usually conFned and protected by rhose who worked legally. Georges
\(/akhevitch agreed to direct the ser of The Dettil's Enuoys under the
control of Alexandre Trauner. At the same time, Maurice Thiriet
(rgo6-j z) composed the film's orchestral score and agreed to accept
credit for the three ballads writren by Alexandre Kosma- For the epic
production Children of Paradi:e, a gigantic set was build at rhe same
studios in Nice that represenred a feat of almost unparalleled skill at
the time of the Occuparion: 3,ooo square yards, r5o yards long, over
5o building fronts, rz to r8 yards high, and z,ooo extras for the
opening and closing scenes, many of whom, engaged in the French
Resistance, were using their employment as a daytime cover. But rt
was during those hard times of deprivation and day-to-day struggle
toward the end of the Occupation that the most spectacular produc-
tions were complered. Marcel Carn6's Tbe Dui|s Enaoys and Childrex of
Paradirc mamfested on a grand scale the difficult move many directors
of poetic realism made in order to dodge Vichy's disapproval for the
movement by rransferring the plot into a wodd of dreams or into a
past hisroric mode, temporarily relinquishing the conrempotary
themes and settings of their earlier movies. This new "po€ric" genre
not only deceived censorship bur also enabled Carn6 and Jacques
Pr6vert to blossom in the darkness of the Occupation as they painred
a mastedy portrair of romance.

Tbe Detil's Enuoys, produced by Andrd Paulv6, was released in Decem-
ber r94z and received a warm welcome. Because of its medieval back-
ground, Catn6 was somehow able to dodge censorship, as Jean-Pierre
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Jeancolas recalls: "The 'realists' of r939, as embodied by Carn6 and Pr6v-

.r., *.r. the architects and builders of a fictional universe which tbey

synchronized with the times, wirh real l j fe. Bur they wete better

equipped rhan others to transPose their work into a temporal'else-

Jher"-,'*he. the constrainrs oftle OccuPation required them to do so'"'6

The year is 1485, and the Devil qJules Berry) sends rwo envoys,

Dominique (Adetty) and Gilles (Alain Cuny), to earth under the guise

of serene troubadours with the mission to sow anarchy' corruPtion' and

despair among the human race. They go from castle to castle ProPagat-
ing a romantic psychosis, which incites anxiety for their victims As

thly arrive at rh; castle of Baron Hugue (Fernand Ledoux), they fird a

citadel celebrating the future wedding of the lord's daughter, Anne

(Marie D€a). The unexpected visitors are invited to artend the pre-

nuptial festivities along with the court, acrobats, rumblers, minstrels,

u.rd oth"r musicians. Satan's plans are quickly disrupted as one of his

messengers, Gilles, falls in love with his intended firture prey, Anne'

Meanwhile, Dominique beguiles both baron and fianc6, the egotisric

knight Renaud (Marcel Herrand)' instigating a feudal rivalry between

them. Since the two envoys have lost sight of their mission, Satan

arrives in person in diabolical fashion to put an end to his envoys

unexpecred fomantic escapades He is announced as a lost traveler

."rrght by a storm and is welcomed into the castle. \fhen asked to

declare his identity, he replies that he is "forgotten from his homeland,

unknovn elsewhere; tbis is the destiny of the traveler."l7 In the main

room, while Baron Hugues and Renaud play chess, the devil ap-

proaches the fireplace, and, as he caresses the lire, says with a demomc

erin: "Look at how those flames like me . . . They lick my fingers just

t-ik. u p.,ppy would do."i" Gilles is finally discovered by the lord of

the casile with the bride-to-be, Anne, and ends up hastily thrown jn

the castle dungeon, awaiting sencence. Meanwhile' the baron and his

prospective son-in-law, madly in love with Dominique, decide to settle

their ouarrel in combat. which results in Renaud's death. Now comes

the tuin of the cievil himself, who is seduced by the pure and chaste

Anne. To her, he offers a pact: though deprived of his memory, Gilles

rvill go free if she agrees to come with him and to love him (and

therefore never see Gilles again) Much to the devil's dismay, she lies

to him when she accepts. But after several unsr-rccessful artempts to

dissuade her, the devil changes the two lovers, Anne and Gilles, rnto

eternal srone as he comes across lhem holding each other by rhe

fountain. As he neats the immobile couple, he realizes too late that

their heans are still beating inside their Petrifred bodies. Satan's com-

pelling power has failed in the face of true love, and his triumph is

ino*" ,o be relative and limired Good and evil constantly fight, but

love ultimately conquers all.



r 2 8 FRENCH CINEMA

Audiences at the time witnessed a modern societv. distanced in ume
by rhe  med ieva l  background.  complere ly  jnc l ine j  rowar . l  encer ra in -
ment and legitimately unaware of the impending danger surrounding
the feast. This flamboyant feudal society appears without any conrra-
dicrion, and only ahe srranLer, the untnown, rhe unusual, cun rrigg".
woe. Behind the selected choices appears occupied France. Indirectly,
the 61m related the pre\r'ar situarion, and rhe story unfolcls to show
the incapacity of Baron Hugues to resisr the process of destabilizarron
genera ted  by  rhe  saran ic  cnvoys .  He euen cha i lenge,  h is  f i t ru re  son- in -
law and wins the duel with the help of one of rhem. In this allelorical
ta l r  o f  e rerna l  love .  many c r i r i cs  env isaged a  meraphor i ta l  6c r ion
relating the presence of the Germans in France ro satan (much to
Carn6's dismay). The last scene in rhe movie, depicting silran s recog-
nition of rhe power of love, may be viewed as a depiction of contem-
porary events in France; ir reveals the srate of mind of this tormented
dloque, since the devil, the symbol of oppression, is unable to terminare
the ardent passion between the young couple.

Although many crirics immediately believed Carn6's fllm to ire a
masterpiecer many orhers, far from being persuaded by the experience,
underscored rhe atyFical slowness of the 6lm. For them, the tale
predicted another solurion: moral resistance, as Gilles and Anne sur-
pass the contradiction of the "occupying force." Through a series of''crypric 

messages,"Je the characrers of the castle could be viewed as
the French people during the Occupation, watching their life blossom
rvhile the fantastic element dispelled the oppressive confusion expen-
enced by the whole country. "Tbe Deuil t Enn1r," Edvtd Barc,n iurk
observes, "is a story about freedom of chorce in selercing one s pxrrner.
It openly disparages the insritutions of family and marriege. It iampers
wrth conventional disrinctions between masculiniry and femininiry.
Such themes ran counrer to Vichy's ideology. But the prejudices that
made these themes offensive to the Vichy establishment have outlived
Vichy.''o" The Occupation authoriaies were so focused on Dresent diffi-
culties that they could not comprehend that the remore medieval prur
could imply rhe presenr. French film cameras never caorured true life
more confidently rhan rhe characters of The Deuil s Etioyt, who repre-
sent good and evil simultaneously. Alain Cuny's marble facial expres-
sron also accenruates the impenetrable fearures of mystery in this
deeply allegorical tale-

Following the rriumph of The Deuil's Enuoys, the team of Carn6 and
Pr6vert renewed their success with Childten of paradi.re, which is cor-
sidered by many fi lm historians rhe greatest French motion picrure
svgl flradg-a1cl also considered Carnd s lasr grear picrure. This film
endufed trying times following the suspension of the production, most
notably wirh the invasion of the Allied forces in Sicily and the damage



Jules Berry (the Devil) in Marcel Carn6's The Deuil't F'Nqr (Lenirite&r! dx )"it,

r942), (Courtesy of BIFI).

Arletty (Dominique) aod Alaio Cuny (Gilles) in Marce) Cato{s Tbe Dail's Ert'oyt
(l,ri fiitetrr ltu Mir, r942), (Courtesy of BIFI).
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caused to the giganric set of rhe boulevard du Crimeo' (erected at the
same location where, a year eadier, stood the white castle of Tbe Det'il't
Exuoys) by winter weather. The repair of the set was more difficult than
expected afrer the authorities prohibited night shifts. Special authori-
zation was required for a wartime film of such dimension (its two parts
totaling over rhree hours), and production was stalled several times,
sometimes by Marcel Carn6 himself, who was determined to premiere
it monrhs later for the Liberation. Due to its unusual length and cost
for the time (originally more than four hours and reduced subsrantially
to three hours and frfteen minutes), the film was presented in two
separate parts: Le baulet:ard da Crime aad L'bomme b/anc. The premrere
of Children rf Patadise, deliberarely intended as an osrentarious inrer-
national display of French savoir faire at its heighr, rook place at rhe
Palais de Chail lot in Paris on March 9, 1941, in an almost totally
Iiberated France. $fith this visual and cinematographic feast, Nlarcel
Carn6 clearly presented 1q shs $rs1ld-Qsrmany and, indirectly, Hol-
lywood what France was able to achieve under even the most difEcult
conditions. Parker Tyler describes it as a wil l to survive: "Beyond the
cameras stood monitors, sleepy-eyed rvith self-importance and the
thrill of victory: the Germans who had humbled Paris itself, rvho
controlled a city and a nation in all ways but rhe essential, rhe gover-
nance and proliferation of spirir.''a' The 6lm paid homage to the
theater s'ith rts tttle Paradirc, which makes refbrence to the thearer's
worst seats (an ironical French epirhet), farthesr from rhe stage, where
the audience responded honestly and boisrerously to the actors beiorv.
The inspirarion for this osrentatious depicrion of the life and back-
ground of Jean-Baptiste Debureau, one of France's greatesr mimcs,
came from actot Jean-louis Barrauir, who mer with Carn6 and Pr6vert
in Nice during the summer of 1943. Prompted by the box office
success of Tfu Det'il't Exteryt, the team was eager to embark on an
ambitious new project, recognizing rhe cinematographic profi tability
and scope of their subject matter.as

Set in r84os Paris and centered on the Th66tre des Funambules on
the boulevard du Crime, home of Parisian popular operettas ar rhe
time-where mimes and burglars rubbed shoulders with aristocrats
and assassins-the nafratiye relates rhe vicissitudes of four men whose
existences are intertwined through their irresistible passion for the
same woman, the attractive yer free-spirited actfess C'arance (Adetty).
Garance truthfully loves only one of rhem, Baptiste Qean-Louis Bar-
rault), but their plans are relentlessly thwarted by an unsymparhetic
fate. Baptiste has loved Garance since the day she threw a rose at him
while perforrning on stagei Fr6d6rick (Pierre Brasseur) flirts with her
as much as his ego and wit allow him; the count of Montray (Louis
Salou) seeks in her a glamorous mistress; and finally Lacenaire (Marcel
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The boulevard du Ctime in Nlarcel Carn6's Children af Paratliv (Les etfant da

Pat adh, rg4j), (Courtesy of BIFI).

Herrand) envisions her as a malicious but providential muse. AII four

men are mesmerized by Garance's indolent glamour (Arletty rvas forty-

four years old at the time of the 61m1, who seduces them. aod eventlr-

ally gains the protection of her most powerful, suitor, the count. The

opening scene occurs in medias res among the spectators when Gar-

ance, surrounded by the carnival crowd, is accused of having stolen a

spectator's watch. Baptiste, a young artist longing to love, who at this

very instant is performing on stage, seizes the opPortunity to prove

Garance's innocence in an entertaining and astute "reconstitutive"

mime, at the end of which the police, clueless, in their perplexity, let

her go. Baptiste instantly falls in love and linds Garance a job at the

Th66tre des Funambules. Their idyllic romance is shorrened following

the arfival of a new and promising actor, Fr€d6rick, who quickly

seduces her. Garance resigns herself to the dazzling virility of the new

upcoming actor. One night Frdddrick, Garance, and Baptiste are in-

volved in a pantomime performance on stage as, resPectively, Harle-

quin, Colombine, and Pierror. They repeat the events that occurred

bet*een them the night before. Pietrot fails to charm Colombine, and,

disappointed, he slowly falls asleep next to her while the audacious
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Harlequin, who comes by unexpectedly, seduces her by his gallantry
and together they flee in rhe night (offstage). As a result, Baptiste/
Pierrot attemprs to hang himself. but he is saved lz exrrzlizL by Na-
thalie (Maria CasarEs), who realizes at rhis momenr in the Derformance
that tbe play is becoming a real charade about whar had probably
happened to Bapriste. Because of her love for him, Nathalie breaks the
sacred rules of mime and calls his name on stage, generaring a m.isun-
derstanding of the silent and thearrical genres: rhe play within the
play. Later in the film, Garance seeks the prorection of the count of
Montray following anoaher murder accusation commirted by her for-
Iorn friend Lacenaire, a Parisian dandy but also a malicious criminal.
As a resulr, she leaves Paris for several years. By creating a social
barrier between herself and her old accomolice lacenaire. she unwill-
ingly revives and rekindles the blaze of his 6nal project- Consequently,
Lacenaire, pictured as a "living embodiment of the connecrion between
art and crime,"aa promprly prepares rhe counr's murder in his elaborare
stage managemenr. Meanwhile, Frdddrick has become a talented and
famous acror, and Baptiste marries Narhalie: she had loved him before
he even met Garance. Ar the end of the film. Garance and Baorrste
meet by chance, and immediately rhe old flame is revived. Forced to
accept the impossibility of rheir happiness, rhe enigmatic Garance
ultimately flies away in a carriage through a crowd, while Baprisre,
desperate and alone, inconsolably-and ironically, since he works in
silence calls her name.

The characters Baptiste Debureau as rhe mime, Pierre-Franqois La-
cenaire as the cynical dandy, and rhe acror Fr6d6rick Lemaitre rvcre
based on historical personages, but the story and the fourth characrer,
the disdainful counr Monrray, who anticipates an undivided protecrion
of Garance, remains fictional. Through Jacques Prdverr's si reenplay,
which is rich in its sharpness, eloquence, and witt iness, Garance best
symbolizes an uninhibited and sophisticared woman, mercilesslv dis-
posing rhose who artempt .o porrrs her. Garance's mysterious cha-
risma rnakes her an oversized character (orresponding to rhe classi(
femme fatale of film noir. Her accomplice, Lacenaire, plays a parallel
role, a character who seems to come directly from rhe Paris of Eugene
Sue's ler Mystiru de Parit. wtth its mysterious streers and perilous
alleys. In a discussion about his tormented .hildhood, Lacena-ire elo-
quently discloses his future plans (through rhe screenplay authored by
Jacques Pr6vert and Pierre Laroche):

Even when I w,rs a child I was more intelligent, more logical than the
resc of them. They never forgave me for it. They wanted me to be like
them, to think like them. . . . A fine childhood I had: my mother! my
worthy mocher, who preferred mliidiot of a brother, and my confessor,
who repeated to me s.itbout ceasing "You are too proLld, pietrc-
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Maria CasarEs (Nathalie) and Jean Louis Bartault (Baptisre) in Marcel Carn€'s Cbi/-

dren of Paradise (Les exfants du Paradis, r94t), (Courtesy of BIFI).
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Frangois, you must take a serious look ar yor-rrself." So I took a serious
look at myself, and I've never wanted ro look at anyone else! Foolsr
They left me alone with myself, and yet they tried to keep me a$'ay
from bad companionsl What idiocyl But what a prodigious desrinv . .
ro love no one. . . to be alone. . . to be loved by no one. . . to be free.

The reciprocal rapport between realiry and represenration of reality
on stage, real and lictional characrers, tragedy and pantomime, and
silence and the word are rhe recurrent themes ofrhe rr'ovie. Cbildren of
Paradise is Pt6vert's richesr scripr, where the words, along with eto-
quent lyrics and mime, beautifully merge and fuse with visual opu-
lence. Never had a ''period piece" been so impeccably accomplished,
and with a casr wirhour eqtal, Children of Paradise remains one of the
grearest French motion pictures ever made (which interesringly enough
never osrenratiously materialized into a costume nor historical picture).
rO(/as Carn€'s success as a filmmaker mostly due to rhe sready reamwork
of Pr6r'ert, Trauner, and Kosma? If Carn6 stood at rhe forefroar of
French creativiry during the period of poetic realism, his methods of
work and organization were now comparable ro rhe Hollywood srudio
system. One of rhe biggest assets of rhe film is the use of the silent
era's lessons as reproduced rhrough rhe mime of Baptiste-and, in-
deed, illustrated by the choice of a mime as the main protagorrrsr,
whose sensitivity produced the emotional key of the film. In her study
o{ Children of Paradise for the British Film Institute, Jill Forbes sum-
marizes the preponderance of the choice of panromime by Carn6 and
the ironic recognition of the social significance of performance: "Al-
though Ler enfant: du Paradit is not a coqvenrional narrative lilm, rr
neverrheless makes magnificent use of the faciliry of sound. Buc ic
equally celebrates all the lessons of the silent cinema in placing a
mime performer a! its center and making him the key sensibility rrr
the film, underlining the cinema's reliance on appearanc€, gesture and
expressivity of the body.''+: The multilayered contemplation of rhe
different natures of theatrical performances-mime, comedy, vaude-
ville, romance, melodrama, and rragedy, exrending from a glowrrrg
image of conllicting dramatic modes and a reflection of rhe inrer-
changeability of theater and liG-was at the heart of the project. The
film is a colossal tribute to the thearer. The photographic performance,
direcred by Roger Hubert, achieves rare lucidity thanks to its seamless
scale, and succeeds in representing an unparalleled eloquence of facial
expressions. Andr6 Bazin said of Marcel Carn6's legacy that ''to 

the
memory of these films are linked the most moving images of rhe only
two real stars of French ralking cinema: Jean Gabin and Michlle
Morgan."+6 Along with Renoir, Carn€ remains one of France's very
qreatest lilm directors.
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Jeafl-Louis Barrault (Baptiste) in Marcel Carn6's Cbilclren af Paradite (Let enfanx dtt

Paradi.r, t945), (Courtesy of BIII).
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Arletty (Garance) and Pierre Brasseur (Frdddrick) in Ivlarcel Carn6's Chil zn af
Paralue (Lu Nnfanfi d// Pa/ad^, 1941), (Photo by Roger Forsrer. Courtesy of rhe
Archives Marcel CarnE).

RNSISTANCE AND LIBERATION

During the first year of rhe war a kind of quiescenr dismay prevailed
in France, and filmmakers frequently debated between going back to
Paris to light or not. For the kft, the discouragement was even more
dramatic wirh rhe recent failure of rhe Popular Front, the bitter defeat
of the Republicans in Spain, the rreason of Munich, and the German-
Soviet nonaggression treaty. Toward the end of the war, howevcr,
Vichy's slorv erosion was challenged by the upsurge of the French
Resistance (also known as the Maquis). After r94o, small groups of
French citizens, little by little, organized all over the territory againsr
the occupants and the Vichy regime. Their activities concenrrared on
sabotaging German installations, assembling strategic information for
transmission to London, prearranging geraways for British Air Force
pilots who had been shot down, and coordinating disruption operations
of railways. The French Resistance was slrengrhened by Vichy's agree-
ment to send French workers to Germany- As a result, counrless
numbers of recruited men enrered the underground units, winning the
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support of an ever-larger part of the population. But the peak of the

underground [ght came with national unity in May 1943, when

General Charles de Gaulle's most prestigious delegate in occupied

France, Jean Moulin, was parachuted over France and succeeded in

uniting the main Resistance organizations into the National Resistance

Council (CNR), finally conneming all the most importanr isolated

units into one federation. At the same time de Gaulle, now headquar-

tered in Algiers, set up a temporary command of the French Republic

from the alliance of the CNR. The Resistance also actively existed in

the cinematographic ptofession. Many professionals of the film indus-

try delayed material deliveries, slowed down the frequency of Produc-
tions, limited the quantity of apparatus for German companies, and

finally, falsi6ed their production costs and sabotaged equipment Even

though they demonstrated what they believed to be acts of the Resis-

tance, a few years later the 6parati0r commission (cleansing committee)

stated that rhe only real and heroic act of resistance would have been

never to work with the Nazis.al
In November r942, all of Vichy's remaining sovereignty, aurhority.

and declining prestige were shattered, as the direct consequence of the

Anglo-American landings in North Africa, which compellecl Hitler to

send German troops into occupied France. The year 1943 was the

turning point of the war. The repeared defeats of the \Wehrmachr

triggered the reawakening of hope and a vision of future liberation.

Men and rvomen joined the French Resistance, many factions of which

united for the long ovefdue linal insurrection. The CLCF (Coniti le

lih€ration cJu cinlna fraxgail was created and included cirizens from

many political and professional backgrounds: from the fbllowers ofrhe

National Front to the communist activists, from the patriotic militia

ro the major trade union represenratives. Meanwhile, the Resistance

had significantly expanded all over Frencb territory. At the time of the

Normandy landing on June 6 and the landing in Provence in August

:,5, rg44, the armed forces and Free French units participated iD the

liberation of Paris, which organized its own successful insurrection led

by General Jacques Philippe Leclerc on August 21, 1944. French

Resistance also had an important enough role to play in the battles by

targeting retreating German forces and sabotaging bridges and railroad

networks. Members of the Vichy Sovernment, artested or in rerreat,

were instantly replaced without procedure. The Resistance's responsi-

bility in the victory was acknowledged by the Allied forces and earned

Fmnce a seat at the signing of Germany's capitulation on May 8' t945'

as well as a permanent seat in the United Nations Security Council.

Now officially accepted by the United States, British, and Soviet gov-

ernments, de Gaulle's interim government took advantage of its un-

contested influence in lit'erated France. But for four years, the Nazis
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had empried France of crucial raw materials and food; the road net-
works were relentlessly interrupted by air offensives and sabotage; over
two million French prisoners of war, STO workers, and deportees rvere
still in Gerrnan camps; and the responsibiliry of eradicaiing Vichy's
legacy endangered the nation with critical inrernal controversies. In
the summer of 1944, summary executions by Resistance groups ap-
peared to have exceeded ro,ooo during the unceremonious and impur-
sive cleansing of Vichy officials. In addition, to expedite jusrice, speclal
coufls wefe set up to rry citizens charged with collaborating with the
enemy. The courts deah wirh over r2j,ooo cases during the followrng
months. Among the accused, lo,ooo wrongdoers were sentenced to
"national degradation" (suspension of civic rights), some 4o,ooo re-
ceived jail rerms, and less than one percent were condemned to death.

All employees of the movie industry were called to respond before
rhe CLCF. Because of the great number of cases, many sentences were
decided q,'ithin a few minutes after a brief interrogation, at the end of
which, if considered innocent of any participarion or collaboration with
the enemy, the individual received a certificate of good standing (cerrl,

f.cat de " bonne corlduite"). This document consequenrly authorized rhe
individual to regain the professional card indispensable for work in the
61m indusrry. In contrast, if the defendant was judged guilty of collab-
oration (the charge of collaboration could be evoked simply if the
suspect was alleged to have been ar the German embussy, or hud had
personal relations with any German), the files from the case were sent
to another committee (Commission des Onze), which could order
suspension from work. On October 4, 1944, the CLCF published a list
of lilm technicians, among whom were filmmakers who had worked
for Continental, including Henri-Georges Clouzor and Marcel Carn€.
Over one thousand files were examined, and rrrofessionals were cross-
examined at all levels of the film induscry: d.irecrors sueh as Marc
All€gret, Claude Autant-Lara, Carn6, louis Daquin, and Marcel
L'Herbier; screens'riters such as Jean Cocteau, Jean Anouilh, and Jean
Aurenche; and producers, technicians, and even anonymous thearer
ushers were all scrutinized. Among the anisrs and technicians alleged
to have collaborated with the enemy, rwo categories of crimes were
recurrenr: anripatriorism and pro-Nazi activiry.

Among all rhe artisrs connecred to acriviry with rhe occupying
force, actor-author Sacha Guitry triggered the most heated debate,
having been charged with supplying intelligence to the Nazis- Ar the
time of rhe Liberation, more than half the French population approved
of his arrest.a3 Guitry's encounter wirh Hermann Goering, Hitler's
right-hand man, remains the mosr regrettable episode of his career.ae
The case of Adetty seems simpler. It was a knolvn fact that rhe French
actress was for a while the mistress of German luftwaffe officer Jiirgerr
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Soehring from r94r to 1942'. \fhen facing charges of collaboratron

with the enemy after the Liberarion, Adetty, along with Sacha Guitry,

reminded accusers of their patriotic efforts. The two were released,

along with fellow actor Tristan Bernard. Pierre Fresnay also received

numerous accusations from the CLCF for his intellectual closeness to

Marshal P€rain as well as his generally right-wing inclination Among

all French actors who performed during those difficult years, however,

the case of Robert Le Vigan remains one of the most tragic and

tegrettable.t" Despite many brilliant performances rhroughout the

r93os, which included work with rhe directors Jean F.enoir (Tbe Louer

Depths) and Marcel Carn6 (Part of Shadow:), le Vigan's caree! terml-

nared with the end of the Vichy regime. Due to his repeated and open

expression of fascist ideologies, he was compelled to flee to Germany

at the end of the war. Eventually, the French coutts sentenced k

Vigan to a ten-year sentence of hard labor, resulting in his permanent

exile in Argentina.
The phitosophy of the so-called 1puration irivol:untari.ty established

some paradoxical and contradictory criteria against the accused Per-
sons. Often, convicted artists were sanctioned more for sharing politi-

cal ideas with the German authorities than those who actually

participated directly in Getman ptoductions. The Court ofJustice rn

Paris condemned twelve persons to heavy sentences; this group rn-

cluded scenarist Jean MarquEs-Rividre, condemned by proxies to the

death penalty, and direcrot Paul Ricbe (Forces occuhes, r9,+l), who

eventually was brought before a firing squad and executed on March

29, 1949. Also execured was lilm critic and historian Roberr Brasillach
(awthor of The History of Mation Pictura, t915), who vigorously corrob-

orated anti-Semitic and fascist decisions in the collaborationist reviews

L'Actiox frangaise and Je luh partzut, often describing rhe Vichy regrme

as guilty of moderation.
Meanwhile French cinema was finally nationalized, and with the

help of the state was heading for a safe and sound future. At the

Libemtion, many intellectuals and employees in the film industry

understood that the war offered the opportunity to change radically

the face of cinema in France and ro elaborate a new program for true

social progress, eliminating bourgeois influences and capitalistic Prac-
tices. One of the results of this initiative resulted in Productions like

Ren6 Cl6ment's Battle of the Raik (I-a bataille da rail' 1941) The CLCF

became the CNC (Centre national de la Cin6matographie) in JuIy
1946, as the United States and French govefnmenrs struck a deal and

negotiated the importation of Hollywood 6lms in France rvirhout the

presence of French lilm industry represenratives. With thrs feeling of

betrayal, French cinema did not acrively pursue the reforms as planned-

For the newly formed CNC, the goals were quite clear: to eliminate
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the system of control established under the Vichy regime, to assist
French productions and distribution abroad, and finally ro limit the
porver of censonhip in the arenas of morality and public order. Unfor-
tunately, French cinema of the postwar era did not turn out to be what
was hoped during the frrst hours of the liberation. Economic activiry
was now in the hands of the government within a plan of national
economy. The postwar era therefore assured the impossibility of a
return to the r93os, when small businesses and amareurism reigned.

French lilmmakers and acrors of rhe early r94os tave cinema a
unique arristic identiry and commercial scope. One must bear in mind
that from a political or academic point of view, historical documenra-
tion of the facrs can only be fully understood and mastered several
decades afrer the events. Film historian Roy Armes argues that any
hasty judgment about a particular director or career can lead to serious
mlsconceptions.t r

To a considerable degree, it is inadequare or unfair to base judgments
on extrapolared plot synopses or the details from carefuLly selected
moments of a film. To be undersrood, films need to be seen in terms
of their makers' overall philosophy, as expressed in a wide range of
pictures. rVithout such a perspective, Jean Delannoy, the parrror,
speaking out boldly for the Resistance rn Pantcarral in t94u, inexpli-
cably becomes Jean Delannoy, rhe Aryan apologist, of Tbe Eternal
Renrx (L'y'terxe/ retaat, 1943) the very next year. But if we consider rhe
director's whole career as a skilled but routine lilmmaker withour a
deeply felt range of subject mater, this shift becomes more easily
understood, and the super6ciality of both approaches can be appreci-
ated. Along with Marcel L'Herbier's The Fantastic rVl.srt and Marcel
Carn6's Tlx Da,il's Ewoy, Tbe Eterna/ Rettrn $,/^s one of the greatest
commercial successes of the Occupation period. Premiered in Vichy in
October 1943, Tbe Etenal Rett/lx, an idealisric mythology adapted ro
the circumstances of modern times by Jean Cocteau, rransformed Jean
Marais and Madeleine Sologne inro heroes of a generarion. Director
Jean Delannoy, one of rhe forerunners of rhe future cin1na de qualitf,
assigned the set ro Georges Vakhevir.h and rhe photography ro Roger
Hubert, who intriguingly was able to keep rhe predominant themes of
the legend without affecting its enthtalling atmosphere. Besides the
presence of rhe protagonisrs' unexpected blond hair and a certain
amount of ambiguity in rhe young leading performers, the film offered
a lucid version of Greek mythology while allowing audiences ro escape
daily concerns. A modern version of the famous Tristan and Iseulr
myth, the story transfers the love berween Patrice (]ean Marais) and
Nathalie (Madeleine Sologne) to the eternal dimension. The accounr
begins with the friendship and affectionate relarion between patrice
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io Jean Delannoy's ?}e
Jean Marais (Patrice) and l{adeleioe Sologne (Nathalie)

Etenal Retum (L'y'ten1el retaur, t941), (Coan esy of BIFI).

and his uncle Marc Qean Murat), who owns the castle in which rhey

both live. \ifith time, both men have developed a mutual and sound

friendship. Although being his prot6g6, Patrice becomes enarnored

with Marc's rvife, Nathalie, bur cannot communicate his love for her

due to his loyalty toward Marc and the profound faith Marc has rn

him. Likewise, Nathalie loves Patrice, but she is afraid to display her

affection explicitly. To make matters worse, a malicious dwarf named

Achille (Patice's cousin, played by Piere Pieral) who also resides in

rhe castle, wanders arcund the dwelling, thwarting all possible future

plans of the couple, stealing their t itt lc remainjng privacy, and conse-

quently prevenring any chance for intimacy- One night, the young

couple is caught in Nathalie's bedtoom. Patrice is immediately expa-

triaied to a small town, where an old ftiend of his (Roland Toutain)

works as a mechanic. Once again, passions take control of his desriny.

but this time he is loved by his friend's young sister, also named

Nathalie Qunie Astor). Patrice can no longer express love for anyone,

however, since his heart belongs to his true love. Slowly, he begins ro
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lose faith in life and with a broken heart lets himself exisr aimlessly.
Alarmed by rhe depth of Parrice's despair, the sisrer calls upon Na-
thalie to come to Patrice. Before dying, Parrice ar lasr confesses ro his
beloved Nathalie rhe immens€ love he always has had for her. Too
late, death takes Parrice away, as Nathalie admits her reciprocal love.

The oneiric panache of Tbe Eterna/ Rettrn is duc more ro rhe purt,,-
iparion of screenwriter Jeao Cocteau than djrecror Jean Delannoy. and
can unquestionably be interpreted as a precufsof to Cocteau's nexr
fllm, Beauty and the Beast. Celebrating for several decades the great
myahs of humaniay, Jean Cocteau was certainly one of rhe mosr prolific
French aureurs of rhe century. Virh conrributions in a variery oi f ields,
such as poetry (he wrote a first volume of poems, Alacllin': Lanp (l,a
latnpe d'Aladin, at eighteen), rheater, e inema. essays ta friend oiRay-
mond Radiguet and Guillaume Apollinaire), and painting (he worked
with Pablo Picasso and Amadeo Modigliani), Cocteau clisplayed a
rather sophisticated artistic taste and most imDortantly an extraordi-
nary scope for crearive talents. His 6rst fuJl-tengrh 6lm, enrirled ?De
Bload of a Poa (!e vng t/m paite. 19 jo), an Jnrerpreracion on his or.vn
personal mythology, prornoted him to one of the most prominent
figures wirhin the growingly popular Surrealisr field- Deeply rttached
in the reworking of Greek mythologies and other popular "fantastic"
tales by sponsoring an erhic of srraightforrvardness and of orthodox
imagery, he wrote the script for Tbe Eteryal Return, then diected
Beautl and. tbe BeaJt. But it was in 1949 that Cocteau truly achieved
his greatest movie with the adaptation of the myth of Orpheu (Orpbfu),
a play he had firsr perform ed in 1926, and for which he casr his
favorite actor (and life companion) Jean Marais, followed a few years
larer 6y 7 be 7 evanent uf Orpbeus tLp trta knt d'Orpbee, t,S6ot, a Aeep-
ened explorarion of the nature of the poet.

Proclaiming French cinema of the Occupation as profoundty predis-
posed toward the Vichy government and proFaganda-the way Italian
cinema was in fact with Benito Mussolini's conrrol over the media
can be misleading, since it is now clear, more rhan half a cenrury larer,
that the vast mainstream of French productions indeed escaped censor-
ship, rhanks to rhe depth and fullness of rheir very Lreariviiy. Evenru-
aIIy, by ry44, in an effective consensus, the French public and
filmmakers defeated the propaganda of Vichy's ideology. Alrhough
most directors represented on rhe scfeen the ubiquitous attentilte aatl-
tude characteristic of the French themselves duiing the Occr.rpatron
(underscoring the avoidance of strong ideologies and ufren refusing .o
recognize the deprh of the atrocities committed), neither Vichv rcrr
the Nazi administrarion was able to eradicate the creative resilience of
French cinema.



Chapter 4
The Postwar Era

>- Tbe Foarth Repr.blic and Postuar France
>' The Blum-Bltrnes Agreements
>- Tbe Prestige of Frencb Cinema or Cinema of Prestige? Jean

Cocte.Ta

A Certain Tr^dition de qualitd

Comedl i la frangaise: Claade Aurdnt-I'ltra

Filnt Noit m frlrn d'arnbiance: Henri-Georges Clouzot,

Jacques Becker, a.nd Reni Cldment

Touatd a Neu, Cinema: Robert Bresson, Jac4aes Becket, and

Ren6 Climent

The conclusion of $7odd ri/ar II, ending six years of material devasta-

tion and human loss, gave France the opportunity to reorganize the

slow internal reconstruction process of its national territory and the

restructuring of its sociopolitical framework.' Despite numerous short-

ages, austere tationings, and dramatic political events, the postwar era

is remembered as an exciting period for the French film industry, with

the introduction of color as well as the wide-screen format of Cinema-

scope. Even though American films flooded Europeao markets. as a

resulr of the four-year ban during the war and the ratification of the

Blum-Byrnes Agreements (see below), the French film industry expe-

rienced one of its most Prospetous periods ever. I(ith a record annual

atrendance of more than 4oo million (until 1957), the film industry

finally gained the financial stabiliry and. in rurn. betrer management'

it had always sought.
French productions of the postwar era can be classified into three

distinct caregories: the cinema of the so-called traditirtn de qualitd,

perpetuating the academic concept of filmmaking generated in the

r93os; the development of film noir, which, despite a restrictive aes-

thetic, involved many producrions; and a new cinema "in transition"

heralding the incipient phase of the future French New \(ave, which
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exploded in rhe lare r9jos. The French tradition of quality, reprc-
sented by the old school of filmmakers, including Claude Autant-Lara,
Marcel Carn6, Chrisrian-Jaque, and Sacha Guitry, as well as screen-
write$ Jean Aurenche and Pierre Bost, corresponded to mainstream
cinema of the postwar era. Although it featured traditional genres-
almost exclusively comedies, period dramas, and literary adaptations-
the radition of qualiry did manage to achieve numerous box office
hits, including Christian-Jaque's Fan-Fax tbe Tulip (Fat{an la Tanpe,
r95:z), Rend Clair's The Grand Manetrers (Let grandes m4?raeur.ryer. r9t5),
Autant-Lara's The Red and the Black (Le /.a ge et le xoit. :1954), Carft s
Tbe Adaherat (Th6rise Raquin, r953), and Julien Duvivier's The Littte
\Yorld of Dor Canilla (Le petit montle de Dott Canillo, r91t). This so.
called academic filmmaking, which advocated srudio work, sophrstr-
cated lighting, and affected mise-en-scEne, primarily relied on the
biggest stars of the decade (G6rard Philipe, Martine Carol, Michdle
Morgan, Fernandel, and Micheline Presle). Concernine film noir/thrill-
ers and their characteristic pessimisti( vein, it is inieresring to note
that the rlew polar genre, which was perfecre<J in r94os Hollyrvood,
made a successful development (or comeback) in France in Yves Alld-
gret's A rVoman af Antwerp (Ddd[e d'Axuas, rgl:'), Dsvivje/s paniL
(Panique, 1946), Henri-Georges Clouzot's Diabolique (Lu diahohclaet,
1914) and \Vagu ( Fear (Le vlaire cle la peur, 1953), and Jacques
Becker's Golden Marie (Casque d'or, t95z) ^nd Grhhi (Toachez pat au
Grisbi, ryti.' An innovative merhod of lilmmaking announced its
arrival immediarely after Vodd ITar II with films such as Jacqucs
Tati's Holiday {Joar de f\n, 1948) and Mansieur Hulat's Hotidal (Lu
uacance[ tle Mansieur Hulot, r 95 ]), Max OphtIs's Rounc{abaut and Lola
Monti.r (Lola Monti:, 1955), Robert Bresson's The Diary 0f .{ Col/nhj
Priet (Le journal d'un cur€ de Mnpagne, r95r) and A Maa Eraped ({Jn
condann! A mafi r'ett dcbapp6, r956), Becker's The Night V/atch iLe trcu,
r959), and Ren6 Cl€ment's Purple Noox (Plein :ohil, r959). Of partrc-
ullr note are the films ofAlain Resnais, one of the very first filmmal<ers
to embrace the cause of the future New \Wave, especially Night and
Fog (Nuit et brnaillard, t915).

THE FOURTH REPUBLIC AND POST\UTAR FRANCE

Although many politicians from rhe prewar era reemerged as cabiner
menbers, the disposition of the Liberation era nas characterized by a
popular aspiration to social and polirical reforms. These anticipated
circumsrances accounted for the economic expansion that marked the
later years of the Fourth Republic (for a time, rhe speed of industrial
development in France equaled Germany's postwar effort and surpassed
most other European counrri€s). At the Liberation, the scope of the
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governmeflt's administrarive power, omnipresent in the reconstruction

process in France, surfaced strongef than ever.

The Fourth Republic was formally decreed in rg45 Although sim-

ilar to the constitution of the Third Republic, the new constitution

focused on rhe reorganization of the colonial empire. Vincent Auriol

was elected president of the Fourth Republic by Padiament in January
t941 ar'd was succeeded by Ren6 Coty in December 1953. Although

limited in power, the government made some essential resolurions

during these years, including the modernization of the country, the

organization of health insurance, the rLationalization of strategic areas

of the economy, and, most imponant, the ratification of the Treary of

Rome, which established the European Economic Community on

March 25, r9j7.r Following the Liberation, the polit ical panies that

emerged directly from the Resistance forces (Christian Democrats,

Socialists, and Communisrs) and that had supported the interim gov-

ernment established in 1944 were predominant in the constituent

assembly, representing three-fourths of Padiament members. They

rapidly experienced severe dissensions, however, particulady on consti-

tutional issues. Consequenrly, against all odds, Charles de Gaulle left

the government in January 1946. The cold war, the bipolarization

between the United States and the Soviet Union, along with world

decolonization, soon instigated fierce disagreements with dramatic con-

sequences for both British and French colonial territories. France con-

sented to the financial assistance of the United States' Marshall Plao,

introduced by Secretary of Srare George Marshall on June 5' 1947 ' to

secufe the reconstruction of battered western Europe.

The question of decolonization brought serious setbacks to rhe

Fourth Republic and resulted in costly efforts to maintain the French

colonial empire. Following the example of the British Empire, the

populations of French colonies in Indochina felt entitled to request

new polirical status with France, Most French leaders, including de

C,-aulle, however, were not ready to consent to any incursions on French

colonial prestige; rhe prospect of a weakening empite was unimagina-

ble, and ro them any idea of colonial independence could potentially

result in another foreign imperial powet taking control. But what was

destined to happen happened: France dispatched thousands of soldiers

in an attemPt to overpower the emergent Nationalist-Communist fac-

tions led by the Vietnamese political figure Ho Chi Minh. The enter-

prise dramatically failed with the French defeat at Di€n Bi€n Phu on

March r3, 1954, following eight years of appalling hostilities. Imme-

diately after the defeat, decolonization began in Indochina. Pierre

Mendbs-France, newly elected pr6sident du conseil (prime minister),

terminated the war within an international framework and endorsed

the agreement of the Geneva Accords of J:uiry zz, 1954. The new
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decree established a transitory separation of North and Sourh Viernam
into separate srates. Two other subdivisions of French colonies rn
Indochina, the protecrorates of Laos and Cambodia, were linally trans-
formed into autonomous monarchies ro conserve minimal French influ-
ence.

The turmoil of the decolonizarion process did not stop with Indo-
china. Just a few months after the Geneva Accords, on October 3r,
r954, Algerian nationalisrs oflicially initiated a widespread insurgerrce
against the French administration within Algeria. More than half a
million French soldiers were sent ro Algeria within three years (the
largest overseas expeditionary force in French history). France's firm
resolution to maintain Algeria as paft of its empire rvas principally
motivated by the presence of a million European settlers (colloquially
called pied;-nnir:) along with the discovery of oil in the Sahara des-
ert. By contrast, rhe French governmenr granted Morocco indepen-
dence on May 26, t954, as well as Tunisia on March :o, 1955,
while in sub-Saharan Africa a diplomatic course of action took control
of decolonization .

Right-wing politicians and militants led by General Jacques Ma55q,
infuriated by rhe increasing doubts surrounding decolonization anrong
the French population, chose to conspire against the government. Both
in Paris and in Algiers, armed rebel groups headed by army officers
plotted the eradication of the Fourth Republic to be replaced by a new
regime led by de Gaulle. On May r5, 1958, de Gaulle declared to
Padiament thar he was ready to reenter the polirical arena if solicited
by the French people. The vasr majority of the Fourth Republic's
officials unenthusiastically recognized that de Gaulle's comeback was
the only solution that would prevenr a milirary couF. Consequently,
on June r of the same year, the National Assembly voted to confer
absolute power for six months to de Gaulle as the new head of the
French government, indirecdy terminating rhe Fourth Republic and
its ineffective and counrless ephemeral coalition governments. The
process o[ decolonrzation would continue.

I7ith the cold war in the background, the postwar era was certainly
a challenging period for French filmmakers and artists in general.
Although the political phenomenon rriggered anticommunist witch
hunts in the United States but not in France, the cold war divided
French inrellectuals into antagonisric factions. The political circum-
stances compelled many French filmmakers, actors, and other afiisrs ro
reorganize their professional careers, much as it was for acrors in the
United States during the ''Red Scare era." Nevertheless, the r95os
were also a great era of rediscoveries in filmmaking. Due to the harsh
censorship of the Third Republic, some unseen movies like Jean Vigo s
Zero of Condua were finally accessible to general audiences. Jean Ren-
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oir's A Dal' in lbe Caantryi (Une partie de campagne, r9j6) was teleased
more than a decade after its production, and Orson Welles's Citizen
Kaxe (t941) came out in France in 1946, along with all rhe other big
Hollywood movies ptohibited in France during the years of the Occu-
pation. Those films included such classic masterpieces as Victor Flem-
rng's Gone uith the \Vind (r<y 9), John Huston's Maltete Falcox (.t94t),

Michael Curtiz's Casablanca (rq+z), Billy Wildet's Dauble Indenttitl
(r944), and Howard Hawks's The Big Sleep (1946).

The intense intellectual activity in the humanities, with prestigious
Iiterary and crirical reviews such as Texn?s modernes and, Les lettres fran-
gaircs, led Existentialism to become perhaps the major literary and
philosophical current of the postwar era. Novels, theatrical plays, and
lilms began ro portray the human race as isolated in a ''godless"

cosmos, the coherence of which relies heavily on the free will of the
individual, as humankind determines its own fate. After the Libera-
tion, Albert Camus's and Jean-Paul Sarrre's existentialisr concepts set
the tone for an entire generation that gathered in rhe caf6s of Sarnt-
Germain-des-Pr6s. Paris had once more become che great inctrbator of
ideas for the Western world. The mood of this disenchanted genera-
rion-its innocence, its jazz clubs, irs venerarion of Sartre himself-
was captured in Boris Vian's 1947 novel L'6cawe des iiar. (Froth an the
Daydreart). Sartre's essays and novels made him one of the most cele-
brared intellectuals of the postwar era and won him the Nobel Prize
in literature in 1964, which he refused. His distress over the war in
Algeria and many other conflicts made him one of the most influential
figures of rhe last century. In r94j, Albert Camus wrcte Tbe P ldgue
(La !erte), an allegory set in a town infested by the plague, and gave a
universal dimension to the awareness of current dilemmas. He arso
received the Nobel Prize in literarure, in 1957. French poetry gained
a large readership with the works of Jacques Pr6vert,a Simone de
Beauvoir, and Louis Aragon, who had been associated with the Surre-
alist movement in the r9zos. Aragon's poems were often used as
rallying cries through the Resistance in the occupied zone. One of the
majot literary innovations was the appearance of the nztlual randr]
(new novel), particulary Alain Robbe-Grillet's Jealoas1 (La jalottie,
r95j) ^rd Michel Butor's The Mofuf.ution (l,a rnodifuatian, r957). Both
authors merhodically declined the conventional framework of liction as
well as the omniscienr narrator-author. The nontaa rowan, d,ernanding
more from the reader, presented condensed, recuning, and partially
elucidated events from which the signilicance had to be determined by
the reader. French readership could now enjoy the Erst Liuu de pache,
and in t947, Maurice Duhamel published the famous S€rie Noirc with
Gallimard. Painters Henri Matisse and lernand l6ger, fashion designer
Christian Dior, and the larger-rhan-life singer Edith Piaf, who
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emefged from a new generarion of musicians and whose notoriety
endured for the remainder of the century, seemingly influenced the
world. Among popular audiences, Piaf, along with her contemporaries
Chades Aznavour, Georges Brassens, Gilbert B6caud, Yves Montand,
and Jacques Brel, s,ould be tbe most celebrated singers of the decade.l

The r95os in France can be most accurately described as a human-
izing and modernizing decade (although not yet prosperous). Notewor-
rhy indicarions of the nation's new optimism could be seen in the
spectacular demographic surge of the postwar era, with an increasing
birth rate. Also, due to the rapidly changing socioeconomic environ-
ment, French cinema remained an authenric, popular form of enter-
tainmenr and the product of an iodustry in the fush of expansron
throughout the r9tos. The year rc;51 actually saw an attendance
record, with more rhan four hundred million spectators (by compari-
son, three hundred seventy mill ion in i958). As early as r91o, relevi-
sion slowly drew the attention of the French public, invading the first
homes in 1952. Although experiencing a lengthy progression, French
television appeared to be cinema's most serious comperitor. By the
close of the decade, jusr over ten percent of French households owned
a television set (4o,ooo TV sets in 1953, compared to Too,ooo in
r9j8).6 In addition, many films started to be shorvn on the small
screen, and this novelty indirectly reduced the incentive to go to the
movie houses.T In r 95:, French television broadcast over two hundred
films, the majoriry of s,hich were French productions.

THE BLUM-BYRNES AGREEMINTS

In May r946, French prime minister L6on Blum went to rTashington

to sign with his American counterpart, Secretary of State James F.
Byrnes, a series of commercial agreements concerning the future of the
french national economyr including a series of commissions to reorga-
nize and enhance the standing of its 61m industry. The main goal was
to eradicate France's debt to America and to obtain new credit. In
return, France agreed to open its marker almost entirely to American
products, in particular, film productions. The American counterparts,
visibly anticiparing the future General Agreement on Tariffs and Trade
(GATT), which were approved in r94,-, came to the negotiation table
with the firm intenrion of implementing a system based on the prin-
ciple of free competition within the European film market. Conse-
quenrly, the continuarion of commercial quotas on film productions
would be eliminared, and a reduction of tariff duties in Europe would
ensue. The number of American productions was almost unlimited
(before rhe war, rhe commercial agreement stipulated a limit of zoo
US fiIms per year in French theaters), and American film companies,
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having already absorbed the cost with strong box office hits, were

flnally able to successfully reconque( European markets at a very low

cosr. Over two thousand unseen American lilms, backlogged due to

four years of Nazi occupation in Europe (see chapter 3), were wairing

to "overflow" French theaters. Anticipating the imPending effects of

rhe cold war in Europe, this was the ideal commercial opportunity for

the United States to display "the American way" to a divided and

spellbound Europe in search of new socioeconomic models

French rheaters and distribution networks faced a difficult dilemma'

Shoutd they suppott Ftench productions, which encountered endless

difficulties, or endorse American films, with their unbeatable prices

and guaranteed commercial success that they had already experienced

in the United States? The competition was unequal because of the

number of American {ilms ready to flood the market. The vast majoriry

of these films had already amorlized their cost in the United States, so

rhey could easily be sold inexpensively before reaching France- As a

result, in r945,60 p€rcent ofthe fi lms in French theaters were actually

American. For the tecently created Committee for the Defense of the

French Cinema (December 1947), the newly signed settlement instr-

tuted unfair stipulations under which French cinema could never re-

cuperate its full power of producrion; immediately after, the

committee vehemently reacted to the French-American agreements

French producers, as well as personnel of the film industry, were

prompt to call for a control ro ward off the impending crisis and in

d.," .ortt. organized, on January 4, t948, a demonstration involving

several thousand technicians, writers, and actors, including Simone

Signoret, Jean Marais, Raymond BussiEres, Madeleine Sologne, Jacques
Becker. and Louis Daquin, Six monrhs later, on SePtember 21, t948'

the agreernents that had been ratified a year before and that had

allowid over two hundred American films to be distributed in France

each yeat were suddenly revised by the French government under

oressure, and the number of American (dubbed) films authorized in

French thearers was reduced to r 3o.3 In addition, rhe new commercial

ouota. which defined the amount of time French movie theaters were

to reserve for French productions, increased to tweory weeks per year,

instead of the previously agreed uPon sixteen.e

Meanwhile, the Centre national de la cin6matographie, created on

October 21, 1945, principally sought to control the financing of

French film productions, the exhibition pro6ts, the organization o[ a

professional education system, and the financial aid to production '" In

i948, the project was realized, and rhe government started to assist

the French film indusrry indirectly; ir established a tax included in the

entrance fee for all featured movies. However, the plofit was directed

to build up funds to assist future French productions exclusively lt
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was indeed a concealed way of having American "super productions"
fr,nancially assist a convalescent French cinema. Ar rhe end of the
r9tos, a new system was established by the CNC, which provided an
advance based on prospective profirs. As lilm historian Colin Crisp
described it, the system was "extraordinarily effective in introducing
new blood into the industry, and musr be considered a key factor in
the development ofa Nouvelle Vague ofyoung fi lmmakers,", 'As eady
as the 6rst year of the postwar era, the French govefnment supplied
substantial linancial aid rhat evencually prompred rhe development of
smal.l rheaters ourside Paris, the initiatjon of the Avignon .Festival,
which was launched ln r9q7, and the establishment of significant and
pioneering theater companies, such as the Th66.tre National PoDularre
(TNP) and the Compagnie Jean-Louis Barrauh-Madeleine Renaud.

When recentered in a global perspective, France was by rhis time
unquestionably the European country that best protected itself against
an American cinematographic hegemony. Hollywood films represented
more than 75 percenr ofltalian and British markers, whereas in France,
rhey did not reach 5o percenr. The coming of ltalian neorealism, led
by luchino Visconti, Roberto Rossellini, and Virtorio de Sica, only
confirmed thar European cinema, despite the austerity of its sublecr
matter, continued to be vital. The immediate postwa! era also repre-
sented rhe materialization of continental coproductions, especially be-
tween France and Italy." The coproduction initiative had already
proved beneficial during the Occupation years with Carn6's Cbildrm of
Paradise and Jean Delannoy's The Eternal Return. After t946, a l<trg
list of Franco-Italian ptoductions began to flourish, including such
lilms as Christian -Jaqrds Fan-Fat the T/r/ip. 1,lutant-Laa's Th" Red
and the Black, Carn6's The Adaheress. and Duvivier's Tbe Littk Vartd af
Don Carnillo.

THE PRESTIGE OF FRENCH CINEMA OR CINEMA OF
PRESTIGE? JEAN COCTEAU

One of the most essential issues for the cinematographic indusrry
during these years of national reorganization was to decide whether to
maintain the liberal policy of the prewar years or ro insrigate a more
controlled srrucrure. For many members of the Resistance, rhe winds
of change brought by rhe Liberation were supposed to trigger a rebirth
of the French economy and to inflicr formal sanctions on the "collabo-
rationist bourgeoisie." Therefore, after the war, the concept of narion-
alization and general reforms was widely accepte<l. while rhe srrucrures
installed during the Occupation, combined with prewar aesthetics,
were maintained. In addition to the success of rI"zlisme noir, liter.dry
films, and the newly introduced daliwe prycbologiqae. French films of
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the postwar era, except for a few examPles, such as Jean Renoir's works,

did not look much different in content or form from the prewar era

They continued the tradition of genres, the conveotions of which did

not evolve significantly with time. Poetic realism was the predominant

current of rhe prewar era; after the Liberation, its new term, psycholog-

ical realism, suggested a similar high degree of blackness. This lack of

cinematographic creativity and narrative discourse is the main reason

why the r95os usually appear to many film historians as a period of

rransition rather than a solid and prolific cinematographic decade.

Postwar French cinema can also be characterized in terms of obsessrve

doorn and gloom, much like Italian neorealism of the late r94os. It

remained somewhat different from Italian frlms in its realistic method,

as Gerald Mast erplains: 
''The postwar Italian film sprang from the

reality which the ditector sought to caprure with camera and film; the

postwar French film spmng from the director's stylistic concern with

the way a camera can caPture reality "'3 Therefore, one may well ask

the following questioni \fhat social and inrellectual circumstances

motivated such numbers of French film directors to approach the

depiction of reality, while defending a creative and artistic initiative,

without also experiencing a real sense of self-limitation?
One of the closest and most signilicant examples mirroring the

Italian neorealism experience remains Ren6 Cl6ment's Batt/e of tbe

Rail:, ustally considered a rare authentic voice of the French Resrs-

tance. Promoted by the Conseil national de la R6sistance and Resis-

tance associations such as R6sistance-Fer and Cin6-Union, the film

represenred more of an epic rhan a sirnple war documentary. Few
"Resistance" films resulted in high-quality cinematographic achieve-

ments, since in postwar France, the need to rebuild and modernize the

nation was often used as a reason to ovedook past division to unify the

oonulation.'+ Because of its affinities with Roberto Rossellini's Opez

Ciiy, the frln was considered rhe equivalent of Italian neorealism on a

truly epic scale. Like his Italian neorealist counterpan, Ren6 Cl6ment
(t9tyg6) strengthened the representation of war reality by filming

on location with authentic train conductors, railway employees, and

Resistance fighters. Set in the region of Chalon-sur-Sadne between

rg4o and 1944, Battle af the Raik was built in two distinct parts: the

first, a documentary on the underground sabotage actions and the

trasic aftermarh with the massive and random executions of hostages,

anJ the second on the actual German convoy en route to the D-Day

front. Cl6ment's unobtrusive plot and assiduous planning of every

sequence resulted in a 6lm rhat incorporated an even greatet sense of

realism rhan the average wat movie, disguising the careful attistry

behind it and maintaining an almost documentary impression in rts

realistic nature. Through the fluid use of the camera by cinematogra-



r 5 2 FRENCH CINEMA

pher Henri Alekan (r9o9-zoor) and the dialogues of Colette Audry
(19o6-9o), the stofv portrayed the audacious underground efforts by
French railway workers to sabotage Nazi reinforcement-troop uains,
which contributed to the Allied victory in June 1944. The association
between historical testimony, contemporary footage, and tragic human
epic catharsis with the derailment of the train itself, made this one of
the landmark war films of all rime. The most memorable scene is the
execulion of the hostages by rhe Nazis as seen from the last hostage's
point of view, while in the background rhe engine conductors blast
rheir locomotiyes' whistles to protest and ro salute those who are about
to die. This inspired moment, glorifying, even deifying, the anony-
mous martyrs of the war, is one of the greatest scenes in all of French
film. During the 6rst edition of the Cannes Film Festival in 1946,
Battle of tbe Rails recetved rhe award for Best Director and the Prix
spdcial du jury (Special Jury Prize).

At the same trme as Battle of tbe Raik and in a radically different
genre, Rend Cl6ment codirected with Jean Coceau (although officially
his assistant) Beautl'and the Baztt. Aftet a thtrteen-yeat interruption in
the frlm industry, Jean Cocreau (1889-1963), who was involved as a
novelist, poet, and dramaturge in the Avant-garde movement of the
rgzos, devoted himself to writing scenarios for other French films,
including Jean Delannoy's The Eternal Return. Serge de Poligny's TEe
Pbantom Baron (Le barox faxt1nc. r94l), and Robert Bresson's Ladiet nf
the Patk (Ler daraet du Bois de Boulagne. 1944). Above all, he aspired to
6nd a new attistic structure, not just a new cinematographic technique:
a new thematic and graphic systern rhar communicated his fascination
with the arts in an understandable form for the public. Able to inter-
vene in numerous artistic domains such as painting, opera, ballet, the
novel, and drama, Cocteau began the postwar era with a colossal
literary adaptation, Beaatl and the Beasr, perhaps his most populaf 6lm.
Cocteau's 1946 production was a remarkably faithful version of rhe
q56 fairy tale by Jeanne-Marie Leprince de Beaumont. Along with
the ptesence ofJosette Day (Beaury) and Jean Marais tthe Beait.1, the
memorable dark and rcmantic set, which intensely implicated Surre-
alist elements and heavy symbolism (the Beast's casrle), was the high-
lighr of this impressionistic rale. In competition during tbe ry46
Cannes Film Festt\al, Beaut! and the Beast won the Prix Louis Delluc
during the same year partly due to the cfeative efforts of Cocteau's
cinematographer, Henri Alekan,'5 whose cinematic tricks included
slowing the motions of the camera (or accelerating them) to create
dazzling visual effects and accentuate the presence of the supernatural
and storybook elements; che endufing .n.hunr-.n. of rhe main en-
trance of the Beast's casrle, the human candelabras, and the "living"
caryatids of the fireplace.
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Josette Day (Beauty) and Jean lvlarais (the beast) in Jean Cocteat's Beaaty and the

Beast (l,a betk et la b\n, 1946), (Photo courtesy of che Museum ofModern Art/Film

Stills Archive).
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Ren6 Cl6ment s Banla of the Rails (La bataille fu ruil, ry4j), (photo courtesy of the
Museum ofModern Ar/Film Stills Archive).

Three years later, nt 1949, Jean Cocteau di.rected, Orpbeu (a projec_
tion of Cocteau himself through Jean Marais), a faultless mariage of
rhe Greek myth and the director's poeric language. which undoubiedly
appeared as a substantial improvement ctn Tbe Etemal Return. By no
means can Cocteau be considered a prolific filmmaker, wirh a total of
only six long feature 6lms. He was also involved I,ith poefr],, novels,
and the rheater. It is noreworthy that his films, in conrrasr to manv
contemporary lilmmakers, proceeded not from commercial impulse
but from th€ essence of his personal, Surrealist imagination. For^Coc-
reau, rewriring poerrl' with a prescribed amount of cinematic magiL
was the ideal way to conveff the ancienr Greek myth of Orpheus into
a morion picture.

The story of )rpheas begins in an imaginary paris, at the peaceful
Caf6 des Poites favored by young Avanlgarae artisrs. Orpheus (fean
Marais) is a young, successful Parisian poet who, fascinared bl. the
ptospect of everlasting nororiety, confesses his secrer desire ro ;enew
himself, to go beyond .he limits of human experience, and ro reach
the unknowable, the mystery behind morrality. Hindered by rhe no-

FRENCH CINTMA
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toriety of his poems, he feels the bitterness of the younger generatron
of artisrs, perhaps invigorated by their own lack of success, and he
understands that ro be esteemed. he must astound them.

\(hile sitting at the caf6's rerrace, a couple of motorcycles followed
by a dazzling Rolls-Royce unexpecredly appear on the square, running

. over a fellow poet, Cdgeste (Edouard Dermithe), and eventually killing
him. Out of the mysterious car comes a seductive and enigmaric young
lady in black, known simply as the Princess (Maria Casaris),'6 who
orders Orpheus to put the wounded young man in the back seat and
to accompany her as a witness. Conftlsed, she appears to be in com-
mand of the motorcyclists who have run over the young poet. Instead
of a hospiral, the car, driven by the chauffeur Heurtebise (Frangois

P6rier), takes them to the Princess's home, which is eventually revealed
to be the underworld. There, much to Orpheus's surprise, C6geste is
brought back to life after the Princess says to him: ''Do you know who
I am? . , . You are my dearh." They all step through a mirror except
for Orpheus, who cannot follow them. Orpheus is escorted home the
nexr day by Heurebise (Frangoise P6rier) but remains oblivious to his
wife, Eurydice (Marie D6a), distracted by his encounter of borh the
enthralling Princess and a mysterious radio broadcasr, which transmits
cryptic segments ftom enigmatic fractured poetry. As he goes back to
his bedroom to sleep, the mysterious Princess appears to him. Unwill-
ingly in love with Orpheus, she orders her mororcyclists to rake the
life of Orpheus's own wife, Eurydice, to entice him back. To bring his
wife back from the underwodd, Orpheus must learn from Heurtebise
how to go through dre mirror. Heurtebise indeed reveals to him rhat
"mirrors are rhe doors rhrough which death comes and goes. Look at
yourself in a mirror all your life and you'll see death at work, like bees
in a hive of glass,"" giving him the key that leads him to the under-
world. They both deparr for the journey, but Orpheus's heart is now
divided between the Princess and Eurydice. There, a supteme court
rules that the Princess, though a mythical representation of death
herself, has selfishly killed only to satisfy her own desire and that
Eurydice must rerurn to the real wodd with the condition drat Or-
pheus never sees his wife again. \i/ith this precarious limitation, which
turns our ro be impossible to keep, the young couple awkwardly deals
with the strenuous constraint unril the day when both, sitting in their
car, fatally violate the sacred agreement by casting a look at each other
in the front mirror.

Cocteau's "personal mythology'' surreptitiously explored the dark
side of his innovative mind with considerable flambovance as he inves-
rigated the myrh oforpheus on three occasions: Bload ofa Poet (Le sang
dut poite, r93o), Orpbeu, and Th€ Tertdnuftt of Orpheus (Le testaaent
d'Orphde, 196o). $Tistful and compelling, Oryheus depicts an under-
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Jean Marais (Orph€e) in Jean Cocteau's Orphets (Orpbie, rc14), (Photo courtesy of
the Museum of Modern Art/Film Stills ArchivelO Ariane).

world that is not too different from everyday life- The special effects
are simple yet ingenious (actors penetrating and reemerging from
mirrors thanks to a still pool of rvater that reflects rheir faces; rubber
gloves leaping onto hands, broken glass flying back inio frames
through a reverse photography process),'3 rendering the film invenrive,
enigmatic, and dreamlike. Film historian Roy Armes celebrated Coc-
teau's extraordinaty representation of death as "totally lacking in irrev-
ocability or awesomeness."'e Nevertheless, the story line was not only

FRENCH CINEMA
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about love, death, and cupidity, but also about how poetic inspiratron
could beguile rhe artist away from everyday life (after Orpheus unex-
pectedly returns from the underwodd, he is more engrossed with the
irrational radio signals than with the presence of his lost spouse).
Orpbeu: rs a lilm that lends itself to many different inrerpretations and

is a doorway for any viewer into Cocreau's oeuvre. One of the strong
points of the film, probably Cocteau's finest, was the fact thar, despite

all its heavy and intricate metaphysical elements, it nevertheless fully

succeeded in captivating the general public's imagination and inquisi-

tlveness.

A CERTAIN TRADITION DE QUALITE
In the postwar French film industry, two radically opposed groups

began to surface: those preoccupied with the artistic comPonent ofthe
medium (a small minority) and those more interested in developing a

conventional narrative format and remaining in touch with the market

and its requirements. Three different types of films were regularly

shown to the French public: the comedy, the costume drama/literary

adaptation, and the thriller (in French, called the polar, short for
policierlnoir, which was heavily influenced by the r94os Hollywood
thrillers).'" Yet all these lilmic genres conrented themselves with a

preexisting reperroire and thrived within a purely academic cinema. In

addition, many lilmmakers were conlirsed with the notion of literary

adaptation and its subsequent cinematography requirements, resulting
in long screenplays burdened with a pseudophilosophical message that

rendered lilms impossible to enjoy. Aside from the unique interest
toward the novel and drama, the main grief that the insurgents of the

New \(ave expressed a few years later was the lack of original thought

and the relatively limited expression of cinematographic discourse. For

instance, despite a prolilic series of masterpieces in the l93os and early

r94os, Marcel Carn6 produced an overdose of ddcors and studio sets,

with such films as Gates of tbe Night (Les pattet de la nuit' 1946) and

Juliette ou la cli des songes (luliexe aa la cl6 des.rozger, r91r), which

consequently accentuated the decline of indoor shooting. Despite his

sound technical skills, as well as his popular achievement and critical

success ofthe prewar and Occupation eras, by the r95os Carn6's modus

operandi unfortunately lacked a sense of renewal and was never quite

as convincing. The same phenomenon occurred with filmmakers/au-
thors Marcel Pagnol and his Manon der soutces (1912), a rural epic of

fortitude and revenge directly adapted from his novel The'Iy'ater fraxt
tbe Hilh, and Sacha Guitry wnh Napoldon (1954), who by the mid-

r95os began a visible decline.
Fifteen years after its beginnings in the United States, color arrived
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in France. Yet despite its obvious groundbreaking appearances and the
hopes it procured with avid audiences, very few French directors took
immediate advantage ofthe technique. In r953 French cinema, which
had been in no rush to adopt this newest technological innovation,
was quickly dominated by two American processes, Technicolor and
Eastmancolor, plus the German Agfacolor." Color, which was first
developed in the eady r9oos, surfaced at a commercial level in the
United Stares after the mid r9jos. In France, because of the reluctance
to change the aesthetic srandard of cinemarography, color films were
extremely rare before and after the war; it was only in r9j3 that some
important productions were made in Technicolor, such as Christian-
Jaque's Lucrice Borgia (Lzcrte Borgia, t95z), Jean Renoir's The Goldex
Coacb (Le carrore d'ar, r95z), Ren6 Clair's Tbe Gratd Maneuters (Les
grznde[ manlekwet) 1955), and Claude Autant-Lara's Tbe Recl and the
Blacb (Le tu !<e et le air, r9j4). Then in 1956, France experienced a
shortliyed color boom. This transient introducrion was due ro higher
frnancial costs during the posr-production phase as well as the rise
after 1918 of the New Vave, a genre partly defined by reduced
production costs. For the majoriry of French fi lmmakers in the r95os,
color was only suitable for cerrain types of productions, mainly period
6lms, historical reconsrructions, and costume dramas. For the new
ilmmakers of the late r95os and early r96os, as well as for mauy
direcrors working within the tradition de qualitd, black-and-white com-
position corresponded s'ith the besr visual definit ion as it inexorably
granted a much more persuasive and dramatic sense of realism than
color composition could ever achieve. This disaffection with color
lasted unti l the late r96os, when, for inscance, Robert Bresson finally
used it in 1968 with A Gextle Creatue (Llne fenme douce).

Released to the French marker in r953 by Twentieth Celtury-Fox,
Cinemascope was already a long-used invention (an anamorphic pro-
cedure, employing a lens compressing a widespread image onto a
regular 35 mm film stock; when projected, rhe image is decompressed
through anorher lens on the proiecror). The audacious director Roger
Vadim, however, started with both Technicolor., and the new wide-
screen Cinemascope, offering panoramic framing in his film . . . And
God Created Watnan (Et Dieu crda la femnte, t95(t). Colin Crisp describes
rhe  r ign i6can, .e  o f  co lo r  lo r  a  who le  generar ion :

As a 6na1 hypothesis concerning the odd shift in views about color
production in the $/estern world, it is worch considering the very
general sociological transformations that were takinq place o\,er this
petiod. By the r96os, capitalism had cransformid icself inro a
consumption-based economy, which had begun to provide its citizens
with a signihcanrly greater quantity of domestic industrial goods. For
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the working classes, it is doubtful if the qualiry of life had ever trans-
formed itself so radically in so short a time. Informatioo, mobility,
comfort, control of one's destiny, were signilicantly more within each
citizen's control. Reality was no longet a thing to be endured, self-
denial and delayed gratilication were no longer such necessary elements
of mass ideology. Fantasy and escape were realizable. rather than a

compensation for reality. The represenration of teality as colored could
more readily be accepted than in the early r95os (let alone the Depres-

sion or war years), when che residr-ral morale of delayed gratilication and
of enduraflce was still powerful- Vhile this hypothesis would be risky
as aD isolated explanation of such a fundamental media phenomenon, ir
might take ics place beside others as a supplementary factor, rendering
rhe shift (from color as Fantasy to color as realism) that much more
appropriate."

The so-called qaalitd flan4te may sound abstract and overly com-

prehensive, but in lact it included mostly presrige productions (classic

Iiterary adaptations, costume dramas, and historical reconstitutions),

whose actors, principally from dramatic schools, were adorned with

elaborare attires and sutrounded by magnilicent studio sets. The works

of the directors who emerged from the dark hours of the Occupatron

had become, by the middle of the next decade, quite imposing in the

number of their achievements and rhe prestige of this so-called quality.

They conrributed significantly to the repuration of the French film

industry throughout.he world. As the years went by, however, most

of these experienced filmmakers progressively lost their own idiosyn-

cratic artistic creativity and cinematographic originality, which had

been their derermining trademark fifteen years before- They had simply

fallen prey ro their own triumph due to the constant demand from

frlm producers for bigger budgets and an invatiable need to satis!' the

expectation of new spectatorship. French cinema focused less on irs

spiritual and motal correlation to viewers and more on its own meth-

odology to engage a subject matter. Although the works they per-

formed were ingenious and academically stimulating, there was lirtle

change in the concePt of cinema itsell This was a scenarist clnema'

the genre and rules of stagecraft seemingly 6xed within an agreed

perception of what consrituted literature, history, or vaudeville. The

films of Claude Autant-Lara (r9or-zooo) epitomized the literary ad-

aptarion trend of the late r94os and mid r91os. Many of rhe literary

adaptations of the postwar era were inspired from realist or contempo-

rary literature, such as Raymond Radiguet's oovel Dwil in the Fle$ (.Le

dia&le au corps), Andr6 Gide's The Pasraral SlnQhany tLa tymphanie pas-

tmale), and Jean-Paul Sartre's Tbe CbiF Are Doun (La jeux rafi Jlltr)-
The ringleader of the qaality' frangaire was Autant-Lara. with adapra-
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tions of Colerte's Tbe Gatu af Lwe (Le bli en berbe), Steadhal's The Red
and the Black, Georges Simenon's Lore ls M1 Profeuion (En cas de
mahleur), ald Marcel Aym6's short novel Le dn de Paris. Honoruble
attempts ro transfer the involvements and density of classic French
novels to film were sporadically made but logically remained incapable
of capturing, entirely and in depth, the full dramatic fortune of the
novel. French cinema was focused too much on an imaginary past
(adaptations of literary classics) and remained cleady disconnected from
France's cuttent events and its preoccupations. For film historian Roy
Armes, the constant dilemma for directors was berween rqalist venture
and quality impulse:

French cioema has always been at its richest when it has direct conract
with the world of the arts in general, but the major currents of thought
and literature hardly 6nd their reflection in the cinema of the r95os,
whose concerns temain, essentially, professionalism, attention to detail
in setting and acting, and commercial viability. In this sense it rvas a
cinema vu'ithout risks, which could hardly attract the young aspirants
who were nurtured by the growth of the ciny'-clab movement in France
aftet r.9q1, by the activities c:f rhe Ciny'nathiqw frangaiu, which malr-
tained a lively and eclectic approach under Henri langlois, and by the
new generation of lilm critics.'+
^fhe 

cindna des scinaristes reached its heyday with productions such as
Cbildren of Paradise (premiered in r94j), thanks to the team of Marcel
Carn6 and Jacques Prdvert, clearly experiencing irs slow decline by the
beginning of the r95os- A new team of scenarists, Jean Aurenche and
Pierre Bost, marked the soaring postwar era. Their specialty was the
adaptation of literary oeuvres labeled de qua/itl. Unfortunately, al-
though mary of the works produced reached a high level of quality
(such as 7!r Partordl Syrnpha,ry and Deail in the Fle:b), they generated
an overly academic approach, the rigidity of which hampered rhe
creative process rhar indirectly opened the door for rhe future New
Vave of r9j8-t9. Representative directors Aurant-Lara'5 and
Christian-Jaque removed themselves from France's current preoccupa-
tions by their impersonal works and rhei! retection of the ecumenical
character in their films. Although assisted by expert technicians-

Jacques Natteau, Robert Juillard, Oswald Morris, and louis Page, to
name a few-they were unable to captufe any sense of rejuvenation
within their visual style. ln 1954, a young journalisr named Franqois
Truffaut wrote what remains today a landmark in cinematographic
history, an article entitled "lJne certaine r€ndance du cin6ma franEais"
io ks cahiers du cixlwa, which vehemently reevaluated the cinhna de
qaalitd and, all other concepts of fllm studies of the r95os. Truffaut
accused directors and scenarists of the qualiti frangaz,je of conforming to
established standards so closely that they evenrually destroyed the
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spirir of their original work. This devastating position would essen-

tially give the wodd the New lfave. The evolution toward a new

concept of f i lmmaking had become a necessity.

Among a myriad of new talented actors, it is worth considering

several hJroes ofthe r95os generation. One of the besr known illuscra-

tions is. of course, Gdrard Philipe (t9zz-19), who died at the age of

thifry-seven (a fate similar to Amefican actof, Jam€s Dean), brrt whose

few ioles made him one of the mosr identifiable icons of postwar

French cinema. Although many ha'v-e argued that his celebrity status

came from the simple fact that his image pf rebel youth remained

untatnished by age and universally appealing for future generations,

Philipe provei on many occasions the extent of his repertoire and the

d.pth ofhit acting potential. He is described by lilrn historians Ohvter

Barrot and Raymond Chirat as a ''hero to whom the gods of the arts as

well as the public, have bestowed. . a legendary providence.'''6

Attant-Lara's Dnil in the Flesh led Philipe to become the most cele-

brated of all French actors following his flrst success, which garnered

the Grand Prix for Best Actor at the Brussels International Festival in

1947. Philipe concomitantly pursued a second career in theatrical

diama and was consecrated with national glory at Jean Vilar's TNP in

19;r. During the r95os, thanks to his seductive talent and panache

in popular cape-and-sword productions (reminiscent of Errol Flynn s

p.tfotiu"..t, he became the enchanting emblem of the cinhna de

qua/iti as well as the favorite male actor among the French female

public. His most memorable roles include Roger Vadim's Dangeraat

Liaitorc (Let liauon daagereaw, t959), Autant-Lata's The Red and the

Black, Chrrsian-Jaque's Fan-Fan tbe Tulip' and Tbe Chartetboute of

Parma (La chartrearc de Pante, 1948).
Along with the ''French 

James Dean," Marie-Louise Mourer, a-k a

MartinJCarol (19zo-6), can be considered French cinema's leading

sex svmbol. much like Viviane Romance in the r93os and Brigitre

Bardor in the late r95os and early r96os. A voluptuous blond with

outrageous, yet in some ways conventional, beauty, Martine Carol

hypnitired male audiences rhroughour the r95os wirh a seties of

historical costume dramas characterized by their bountiful producrton

resources and sophisticated eroticism Under the pseudonym Maryse

Adey, Continental Studios hired her for secondary roles in films sLrch

u" d.org., I-acombe's Le demiet det six (t94t) and F{enri Decoin's

Strnxper: ir tbe Hoase (Lu inconnus dans la maiton, r94z) She later

chanied her name to Martine Carol in honor of her favorite star, Carole

Lombard. In r95o, Richard Pottier adapted C6cil Saint-Laurent's his-

torical novel Dear Caraline (Carolixe chirie), a Jean Anouilh-scripted

stoty of a young aristocrat, Caroline de Biivre, living on helwits and

physical charms while sactiflcing her virtue to survive Revolutionary
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Ftance. The popularity of Dear Caralirc was nor due to its cinemaro_
graphic quality, nor to Martine Carol's artistic talent. Far from it. her
numerous pseudo-nude scenes, which unveiled an agteeal>le plasnque,
mesmerized French audiences of the Fourth Republic. More impor_
tantly, the image of the stylish libertine institurionalized the gerrre
with which she was most inrimately associated, the multihued erorrc
"costume melodramas."

By the late r9jos, Martine Carol's national gleaming nororiety was
fatally hampered by two major obstacles: first, by the imerging New
Y/ave and its fierce aspiration to eradicate expensively produ..d hir.o.-
ical and literary adaptations by a more unprompted directing method;
second, and more seriously, by the rise of sex kitten Brigitte Bardor as
the new look of femininity for French crnema. Mariine Carol at_
tempted a second career in Hollywood but made only three films with
minot rolesr Michael Anderson's Around tbe \Vorld in 8o Day (t95o1,
the Jack Palance v ehicle Ten Secow)s ta Hetl (r958), and John Ainsworth
and Bernard Knowles's Hell It Empty (r966).,' Other notorious French
movies featuring Carol include Andr€ Cayatte's Tbe Lauer of Ventna
(La amants de Vdrane, 1948),.3 Christian -Jaqre s Lurire Baigio arrd
Nau (Nana, r954), Rend CIarr's Beauties af tbe Night (k: be es tl.e nuit.
r95z), ancl Max Ophuls's Lola Motttis (Lola Alant , r9r5). .,$trith

Martine Carol, ' '  said French li lm historian Ren6 pr6dal,.,morion prc_
tures are in rhe srreea, with its magic, its mythology and its show',,e

If the lirst half of the rgjos was devoted to Martime Carol's qlarn_
our .  rhe  resr  o f  rhe  Je tade as  we l l  as  rhe  r96os  sh ihcd  ro  Br rg i t te
Bardot. Although rarely noted for her association with the quality
tradition, Brigitte Bardot (b. r%4, parisian by birth, was w-ithout
doubt the only French acrress who could claim absolute world farne.
She quickly became the French syrnbol of enlightened sexuality and at
rhe same rime the female sex goddess of the r95os. Ginerte Vincen_
deau describes her persona as the ultimate "sex-kitten, weddinq natural
and unru ly  sexua l j ry  w j rh  ch i ld ish  ar r r ibures  -s l im bur  fu l l -L reasred ,
blond with a girlish fringe, rhe pout and the giggle."3" Before becom_
ing the new myrh of yourh, Bardot began her professional career as a
fashion model in the late r94os. Soon afrer being noticed by furure
husband Roger Vadim, she made her first frlm appearan." or -yuuott"
Lemoine in Jean Boyer's Crazy for Lore (Le trau nornand, t95z), oppo_
site comedian Bourvil.r '  A year later, in r953, her international noro_
riety became reality with her first US production in Anatole Litvak's
Ax of Lne, starring as Mimi opposire Kirk Douglas. The year 1956
marked a revolution in rhe sexual visual ethic of the t95os, with
Bardot's steamy performance in Vadim's . . - And Gad Creatid \Vonnn.
just three years after her appearance at the rgtl Cannes Film Festival,
which promoted her sradet image to internarional proportions. Despite
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Martine Carol (rrqzo4l), (Courtesy of BIII/@ Guy Andr6).



r 6 4 FRENCH CINEillA

her worldwide 5uqses5-5hs was enormously popular in rhe United
States-she was, and always would be, an entirely French acrress.3' As
Jacques Siclier put it, "Bardot exhibirs her nudity wirhout chastity,
without complex, as a normal thing. She makes love whenever she
ltels like it. Able to have feelings, passion, she claims the right to
choose her own men."r3 \7hat disarmed her rivals (Martine Carol, in
panicular) was thar "BB" did not act: she was simply herself on the
screen. In addition to her powerful look, temperamental outbursts, and
modern haircut, her overall voluptuous mannerism influenced enumer-
able copycats on and off screen.

Vadim's . . . And Gad Created Vaaan, despite a rather rrnadventu-
rous setting, is notable for several reasons: its numerous "pre-New
$Tave" aspects and qualities (cinematic novelry), its tempestuous scuf-
fes  w i rh  censorsh ip ,  rhe  use  o [  C inemascope and co lo r ,  and a  pre6gu-
ration of the future liberalization of sexuality in the dawning decade
of the r96os. Although not especially innovative in its form and mise-
gn-scdne, Vadim's film was revolutionary for its emancipated erotrc
and sexual contenr. Juliette, a young orphan in Sainr-Tropez, creates
scandals everywhere she goes with her outrageous look and behavior.
Her love affair with rwo brothers, Miche.l Qean-Louis Trinrignant) and
Antoine (Christian Marquand), triggers an abrasive rivalry by her
unrestrained conduct. The character of luliette was more than iust a
sexual symbol. It broke new ground wiihin rhe myrh of c,,n.,entional
yourh, which was for the 6rst time nor bound to social taboo or
traditional morals, and it further anricipared the erotic explosion of
the r97os, wirh such scenes as the wedding lunch in which Julierte
and Michel first consummate their marriage in rhe upper bedroom
rvhile the family waits for them ro begin the wedding banquet. The
success of . . . And God Crcated Vaman perstaded even the most reluc-
tant French producers, who hung onto the aesthetic and strategy of
rhe qualit€ fraxgaise, thar a new approach to picture making might also
generate profirs. The Bardot phenomenon put an end to the rnoral,
suggestive, erotic ron€ of the r95os and "desacralized" the Holb,wood
mythical sex symbol by displaying sensuality in quotidian d6cor, in
the street, through realistic photography; "Eroticism leaves the dream
to join reality."ra It is, however, impofrant not to neglect orher valu-
able films rhat Bardot made, such as Aurant-Lara's Loae Is Mtt Profesnrn
(En cat dt nalbear, t958), in wbich she cosrarred with Jean Gaurn;
Henri-Georges Clouzot's courtroom drama The Truth (La ttdritd, 196o);
Louis Malle's A Very Prit'ate Affair (Vie ptiu€e, 196z), which used some
elements of the actress's own Iife and stardom; and Jean-Luc Godard's
Contenpt (Le rniprit, 1963).3\

Another significant female srar of the r95os, not only in France but
also in the United States, was Simone Signoret (r9zr-85). An unusu-
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Jean-Louis Trintignant (Michel) and Brigitte Bardot (Juliecte) in Roger Vadim s

. . . And God Created \Yonan (Et diett tla la lmne' ry16)' (Photo courresy of the

Museum of Modern Art/Film Scills Atchive/O Ariaoe).
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ally beautiful and accomplished actress who cast a spell over numerous
talented directors, Signoret was a genuine movie star rvhose complex
personality has never been cornpletely revealed. Born Simone Ka-
minker, she started her acring career during rhe Nazi Occuparion
under  p recar ious  cond i r ions  (w i fhout  a  work ing  permi t )  as  tn  ex t ra  in
Jean Boyer's Le prince cbaraant (r94r) and Marcel Carn€'s The Dw-il':
Ezzrolu. Simone Signorer married French director Yves All6gret in r944
and landed her first leading roles in 1946 with Jean Sacha's Fant\mas,
and All6gret's A V/auan af Ant--erp ana The Cheat (Manige:, ry49). In
r9yr, Simone Signoret remarried singer-acror Yves Montand: a perfect
movie couple for the newspapers' headlines, iust as Madeleine Renaud
and Jean-louis Barrault were at the rime. Because of Signoret's pow-
erful personality and sheer ourspokenness, her marriage survived Mon-
tand's notorious affair with Marilyn Monroer6 and became one of the
myths of the twentieth century. In rhe r95os, Signoret's major roles
were as the scheminfa misalesses in Clouzot's thtiller Diab,lique and
Jacques Becker's t gr2 Galder Marie. Slne received international recog-
nition in this film for her most seducrive role as Marie, a tenacious
prostitute facing bleak circumstances while under the spell of a iealous
and possess ive  lover  in  rgoos  Par is .

Because of their open left-wing polirical views and active miliranr
presencet their film and theater careers, their intellectual interesrs
and friendships, Signorer and Montand were denied entry visas to the
United States during rhe McCarthy era in the t95os. However, only a
few years later, in 196o, Signoret won rhe Oscar for Best Actress for
her performance in Jack Clayron's Roo,n ar the Tlp lr9rr. This was the
first time the Oscar was awafded to aD actfess with no Hollywood
experience (contending for the Oscar with actresses Doris Day, Audrey
Hepburn, and Elizabeth Taylor). That same year she was also awarded
the Grand prix d'interpr6tation ar the 1959 Cannes Film Festival for
Room at tbe Top as well as the British Film Academy Besr Foreign Ac-
tress award for Golden tr[arie- She conrinued her career in Hollywood
with the role of La Condesa opposite Vivien Leigh in Stanley Kra-
mer's Shp of Foah Q96) and with James Caan in Curtis Harrington s
Gane: (1967). Her most memorable rolc was unquesrionablv as the
charismatic woman of rhe French Resisrance in Jean-pierre Melvil le's
The Sbadaw Army (L'annde des amlzret, 1969). She received the French
C6sar for Best actress for Moshe Mizrahi's Madarw Rosa (La t'ie detant
.toti r9j-7). Her aurobiography, La nastalgie n'est p/us ce qu'elle 6tah
(Nutalgia Isn't 'Vhat It lJsed to Br), was published in July 1976.
$Tidely regarded as a fine example of the genre, it became a bestseller
in France.

Failing eyesight in the early r98os hampered Signoret's film career,
though she continued to write and ro campaign for humanitanan
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causes (for example, rvith philosopher Michel Foucault) until her death
in 1985- In the opinion of her directors and most critics, Signoret had
perfect inruirion for acting before the camera. Her talent, her great

beauty, and her indifference to public opinion made her career unique
in the hisrory of French cinema.

COMEDY A LA FRANQ,AISEI CLAUDE AUTANT-LARA

Despite its status as the most popular ofgenres throughout ten decades

of French film history, comedy has concomitantly been, among film

critics and historians, the most overlooked and underrated of genres

It is indeed commonplace to see that the French public consistently
underestimates the importance of actors' performances and usually

expresses injudicious assessments about the overall impression of comic
movies and their hypothetical contribution to cinema. Movie critics
have always emphasized the lack of social issues, emotional depth, and
artistic elements in most comedies, which irrevocably condemns the
genre to a cultural gherto- Apart from rare exceptions such as Max

Linder, Marcel Pagnol, Sacha Guitry, Jacques Tati, and more recently
Coline Serreau, the genre's advocates have consistently been ignored
for national awards and other prizes of recognition-a fact not alto-

gether untrue for the Oscars as well. Promoters of a national identity
as well as powerful cultural icons (even more so since successfully
exporring countless comedies to Hollywood), those budesque vaude-

villes, sarcastic farces, and other parodies have shaped and financially

facilitated the deve-lopment of the postwar-era cinema. Vith well-
wrought comical scenarios, poFular comedy of the r95os was unques-
tionably the only genre ro be indistinctively acclaimed by all audiences
throughout decades safely guaranteeing a profit each weekend at the
box of6ce.

In the r95os, three comedians were at the top, tirelessly entefiain-
ing several generations of French audiences. Fernandel (r9o3-7 r), born
Fernand Joseph D6sir6 Contandin in Marseille, was, along with Bourvil
and Louis de Funds, one of the most popular comic actors of lrench
cinema. He started in over r5o films, including Gilles Grargier's L'6ge

ingrat, (1964), Claude Autant-Lara's The Red Inn, (r95 r), Julien Duvt-
vier's The Little \Varld of Don Camillo, (r95 r), and Marcel Pagnol's

Hawut (Regdn, 1937) and The Vell-Digga': Daughter (La flle du pai.r-

atief, r94a), and his popularity lasted over four eventful decades. From
the comiq?te toupier (mthtary vaudeville) rc prouengal folklore, his phy-
sique, graciously described by Ginette Vincendeau as having "horse-

like features, especially his huge teeth, and a sttong southern acceflt,"37
made him famous, especially in the Don Camillo series, in which he
played the memorable role of a parish priest who battled the commu-

r  6 7
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nist town mayor (Gino Cervi). Fernandel performed one of his best
roles with Bourvil, the other grand comic actor, in Grangier's .&I1
lhfe': Hubaxd (l,a cuitine au beurre, r963). As for Bourvil (r9t7-1o),
he began to write songs for the music hall, making a name for himself
(as Andr6 Raimbourg), and like many comic atists, he evenrually
became a stand-up comedian, Autant-Lara's Four Full Bag (La trauenie
dt Part, t956), one of the most memorable satirical comedies of the
time, Iaunched his acting career, revealing Bourvil's wide-ranging
potential as a movie star- The r96os wefe the years of his biggesr
success with two films rhat remain the most popular French comedies
of all time: G6rard Oury's Tbe Sucker (Le corniaud, ry64) and Don't Laah
Now We're Beitg Shot At (l,a grande uadrouille, ry66).

Fow Fall Bags rakes place in 1943 Paris, as Martin (Bourvil), an
unemployed taxi driver, is involved in the black market under the
German Occupation. His duty consists of smuggling large quantirres
of pork in "four full bags" through rhe streets of Paris during curfew.
This smuggling job works well until the day he meets Grandgil $ean
Gabin), an aging, debonair painter in search of an adventure. Marrin,
who unexpectedly needs a panner (his former partner had just been
arrested by the Gestapo), proposes thar Grandgil join him in the
endeavor. But when Grandgil meets Jambier (louis de FunEs), the
ruthless black market grocer, he attempts to pressure him for more
money by screaming his name aloud, an act that threatens ro wake up
the entire district. Jambier quickly agrees to double his fee, and both
men go on their rvay. After innumerable other rwists and turns, mostly
of a comic nature, Grandgil and Martin are apprehended by the
German authorities and are brought in front of the German com-
mander. The officer immediately recognizes Grandgil and sets him free
because he is a great admirer of Grandgil's paintings. As for Marrin,
he is sent with the rest of the unfortunate suspects to an unknown
destination. A few years later, afrer the war, both protagonists coinci-
dentally meet at a train starion in Paris. The one who escaped from
the turmoil of rhe Occuparion now travels in first class, and the orher,
who survived the dearh camp, ends up as a baggage porter.

This cynical comedy. which ran counrercurrent ro posrwar patrioric
and bourgeois conventions, can be viewed as a subliminal indictment
of the suspicion, wirh all its excesses, engendered by the Occupation.
The principal asset of the 6lm, aside from denouncing the despondency
of human narure and its cruelty, was its revelation of a roo-ofren-
concealed side of the Occupation (an era that mosdy extolled the value
of an undivided Resistance): the "innocuous" side of the collaborators,
the gloomy reality of the black market, and the war pilferers. It also
virulently criticized the victims themselves, French police forces,
middle-class, law-abiding cirizens, and even Jews, with Gabin's famous
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Jean Gabin (Grandgil) and Bourvil (Martin) io Claude Autant-Lata's Fo*t Full Bagt
(La trarntle de Partu, r956), (Counesy of BIFI/O Teledis).

q\ote, [al,adt de paw,ret, Director Frangois Truffaut warned viewers,
"Don't laugh too loudly when you see La tral)efi4e de Parit, frrst of all

so your neighbors can hear the dialogue-but even more because
Martin and Grandgil could be you and me. '3 From a picaresque story
and a suspenseful scenario, Autant-Lara slowly developed characters
and an inimitable atmosphere ptior to the dramaric climax at the
Kornmardantur's headquarrers. The choice of Gabin was surprising: the

common image of the actor, now transformed from the proletarian
hero to the solid and stable bourgeois or gangster boss, was the

anrithesis of the insidious anarchist painter. This may be rhe reason

why Bourvil recei\/ed tbe Volpi Cup for Best Actot at the Venice Film

Festival in 1956 (Gabin had received the same international recogni-

tion two yeafs eadier for Jacques Becker's Gritbi).
Heavily reliant on the quality of the script for commercial success,

Autant-Lara, like numerous old-school directors at the time, used the
services of team-scenarists Jean Aurenche and Pierre Bost to adapt a

short story of Marcel 1lym€, Le uin de Paris (t941). Four Full Bag:

covered the subject matter of the Occupation in nonsplendid, unherolc
terms for the first time, denouncing the French who were involved in
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the b.lack market, who profrted from the shortage of food and the
distress of rhe population-the hidden face of occupied France. Nick-
named the bougeois anarchfute for his literal "assault" of his audiences
with his abrasive style and uncompromising viewpiont, Auranr-lara
started in rhe cinema industry as a set designer with Marcel L'Herbier,
then went on to Hollywood (ry3o-32) ro complete French versions of
minor films (including one with Buster Keaton). His celebrated career
was considered one of the indomitable forces of French cinema of the
r95os-before rhe young critics of the future New lTave began to
reassess representatives of the traditional cin4ma de qualiti.s')

FILM NOIR OR FIIff D'AMBIANCE: HENRI-GEORGES
cLouzoT, JACQUES BECKER, AND RXNE CLEMENT

An innovative aesrhetic of filmmaking, 61m noir is a product of the
early r94os, a very fruitful epoch in American cinema hisrory. The
tetm flm noir (dark film) originated from Marcel Dtthamel's Sdiie Noirc,
a series of French rranslations of detective frction in the r93os that
included American authors Raymond Chandler and James M. Cain.
The label Jilm noir was used during the r94os to describe a darker
thriller. The murder plot, suspense investigation, and heavy psycholog-
ical implications were typically set againsr a particula y mysrerlous
and gloomy urban background accompanied by violent gangsters and
loners. Hollywood thriLlers from the late r93os on, although standing
at the antithesis of family values and traditional morality, were conse-
quently closely interrelated with the new code of the time. At the
center of the new rrend was a specific atmosphere, preferably a dark
and pessimistic frame of mind, where crime, murder, and corruDtion
systematically prevailed, leaving hardly any space for human sympathy.
Soon after the end of \forld \7ar II, French audiences enioyed noir
6lms for the first time (they had been banned during rhe war), such as
Billy N7ilder's Dauble lxdemnity (1944), John Huston's The Maltese
Falcox (t94r), Omo Preminger's l-aura (t944), Fritz Lang's Voman jx
tbe rVindou (t94q), and Alfred Hitchcock's Rebuca (r94o) and Susptctox
( r9+ r ) .

A question remains: Is frlm noir really a genre? or a trend? Alrhough
not a genre by definition, film noir could be categorized according r<r
tone, theme, and atmosphere, which consistently pervaded the screen.
However, because film noir was deeply influenced by seyeral subjects
and forms, such as the American gangster 6lm of rhe early r93os (for
example, Ifilliam Wellman's Tbe Public Enem1, r93t), Gerrnan Ex-
pressionism, and French poetic realism, film noir can best be described
as the assemblage of several genres, a blend of suspense films, B-rated
movies,a" gangster films, and psychological dramas. lWhat fascinated
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French audiences as well as future French filmmakers during the first
years of the posrwar era was the presence in those films of an incom-
parable new representation of violence (whether shown on screen or
evoked offscreen) and rhe depth of the characters' hopelessness. Film
historian Robin Buss described the classic film noir protagonists as
individuals who "seem to be trying to escape from an over-regulated
society toward more primitive times; their rule is the survival of the
finest (and, consequently, the elimination of the unfit)."4' On a purery
technical level, the new visual style, with its chiaroscuro lighring and
fast-paced camera work, flawlessly suited the dark mood of the under-
world and rmmediately seduced moviegoers all over Europe. Iilm norr
reached its apotheosis when one of its best examples, Billy \Wilder's

The Lost Y{teekend, stole the show at the 194, Academy Awards, win-
ning Oscars for Best Picture, Best Script, Best Director, and Best Actor
(Ray Milland). Although the popularity of film noir increased among
general audiences on both sides of the Atlanric, the content seemingly
remained unchanged. By contrast, its artistic form steadily evolved
toward more visual violence, emphasizing mutder ovet corfuption and
the disregard for human life over human despair. The popularity of
film noir reached another peak in the mid-r95os and soon after de-
clined with rhe indirect but gtowing competirion of television, which
was slowly siphoning movie audiences, as well as the great popularity
of color movies, especially in Cinemascope and Panavision. Color and
black-and-white aesthetics could no longer coexist, as color pictures
introduced new technology to rhe film industry and steadily captivated
viewers.

In France, the mosr successful author whose novels (around forty)
were regulady adapred to the screen was Belgian writer GeorSJes Si-
menon (r9o3-89).a' Simenon occupied a privileged position among
Francophone authors, as his numerous novels and psychological thrill-
ers, although never considered "pure'' or academic literature, were
often ptaised by some of the most important novelists of the centurl-
(including Henry Miller, Max Jacob, and even Andr6 Gide, who once
said that Simenon was the "greatest novelist ever"). Simenon was best
known as the crearor of Paris police detective Inspector Maigret, the
legendary investigator in France. (Among the hundred Maigret novels,
approximately fifty thrillers were produced for either television ot
lilm.) Simenon's crime novels, over 4oo, have sold more than joo
million copies worldwide, and have been translated into fifty-live lan-
guages. His amazing production as well as the scope of his entire body
of work challenged the laws of writing in the field of literature. (His

detractors like to assert, however, rhat Simenon never wrote the one
great novel that many expected of him.) After spending a few years rn
New York, from the late r94os until the early r9jos, which inspired
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him to write one of his most famous oovels, Trois chambret ) Manhanax
(r946),ar Simenon returned to Europe in 1951 and declared residence
in Lausanne, Switzedand, where he died in r989.

Simenon used countless ''static" moments ro describe states of mind
and emotional feelings, a problem for the cinematographic concept of
movement. The core of his story lines relied heavily on observation
and atmosphere rather than a logical course ofevents. As a rule, French
thrillers of the r95os required credible plot developmenr with succes-
sively coherent situations and, more importantly, a constant evolution
in rhe scenario and menral state of the protagonist's character. Typi-
cally, fideliry to the original work led to failure and betrayal of the
film. But for this impressive number of adaptations, only a handful of
films appear in the anthologies of French cinema. Simenon's most
memorable screenplays and novels n'ere adapred in such films as Jean
Renoir's Nlglr at te Crassroadt (l-a nuit du carefour, r93z), Henn
Decoia's Stranger ix the Hourc (Les incannu dann la waisott, r 942) and
The Truth af Our llariage (La y€rit€ w Blby' Donge, r95z), Julien
Duvivier's Panic (t946), which also was remade by Patrice Leconte as
fulonsieur Hire (1989), Marcel Catn6's I-a ALarie du Port (t949), Jean
Delannoy's Tbe Baron of tbe Lachs (Le baron le llcln:e, 196o), Claude
Autant-Lara's Loue h My Prafet:iox (t958), Bertrand Tavernier's 76e
W atcbtnaka af Saint-Paul (L'borkgu de Saixt-Paul, r973,), and Pierre
Granier-Deferre's The Vidow Couderc (l,a ueute Coudac, t91r).

Along with the name of Simenon, one associates Henri-Georges
Clowzot (r9o7-71, cl chapter 3), known as the "French Hitchcock,"
with the development of psychological thrillers in France during rhe
postwar era. Like Robert Bresson's, rhe career of Clouzot included a
small number of feature films, eleven in all. Relenrlessly solicited by
Hollywood, Clouzot turned down many lucrative conrracts because he
refused to compromise his control over production and cinematogra-
phy. In 1942, Clouzot undertook his firsr feature film, Tbe Marderer
Liuet at Number zr (L'araxin babite aa:r), and immediately won
great popular suppot. (The 6lm was from a script by Georges Srme-
non.) In 1947, following his two-year professional exile as a result of
the controversy surrounding The Rauer (see the discussion in chapter

3), Clouzot reestablished his success, standing, and popularity with
Jenny Lamour (Quai des Orfeua) an inspiring crime story. By the eady
r95os, Clouzot's contriburion ro rhe noir genre had proved essencrar,
as his crime thrillers were highly regarded by 6lm hisrorians like
Georges Sadoul, who considered Clouzot to be Hitchcock's alter ego.
In t953, Vlagu of Fear (Le salaire de la peur), which starred the young
Yves Montand, made Clouzot an international celebrity. The darkness
of rhe film penetrated rhe chilling suspense that built and unfolded
only at the end. One yeat latet, Diabolique (kt diaboliquu, 1914)



Yves Monrand (Mario) aad Charles Vanel $o) jn Heori-Georges Clorzot's \Yaget of

Fear (I*: :alai* le la peur, 1911), (Photo courtesy of the Museum of Modern Art/

Film Stills Archive).

VEra Clouzot (Christina), Simone Signoret (Nicole), and Chades Vaflel (InsPector

Fichet) in Henri-Georges Clouzot's Diabolique (Let diabaliql.rcs, r95 ), (Photo cour-
tesy of the Museum of Modern Art/Film Stills Archive/O Ariane).
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confirmed the national and international statufe of his lilmmaling and
style. Clouzot's feverish intensity and his unbearable scenes of suspense
were by then the hallmark of his style. This was followed by a few less
well known, but highly regarded, works, including Le Mystire Picasso
(Le mlstire Picauo, 1956) an<J, The Trutb (l,a ftrhi, 196o). Emblematrc
of many French films of the r91os, Clouzot's technique was indirecrly
influenced by American film noida and its hard-boiled detective stories
(in contrast to French New $7ave films a few years later), chilling
atmospherics, bleak rnarriages, sexual frustrations, macabre intrigues,
and inhibited lives: everything seemed to be present and inlluenrial in
the plot construction and its drarnatic firnction.

Adapted to the screen from Georges Arnaud's novel Le salaire c/e la
pear, rffagu 0f Fear takes place in South America and narrates the
odyssey of four men (Yves Montand, Charles Vanel, Folco Lulli, and
Peter Van Eyck) compelled to transport highly volatile nitroglycerine
shipments by truck across mountainous rerrain. The film, 6lled rvith
tense interactions and distressing anxiety, seduced rhe iury at the 1953
Cannes Film Festival, v'inning the Grand Prix as well as the award for
Best Actor (Charles Vanel).at

Dial:olique also revealed a strong combination of disquieting atmo-
sphere, sexual maneuver, morbid tempo, and prominent horror-plot
construction (for example, the camera framed and stopped on less
significant features, such as dead leaves floating in a swimming pool).
The cinematographer, Armand Thirard, was careful to focus menac-
ingly on the characters' facial expressions when they were stunned or
distressed. Unlike many noir thrillers of the time, Diabalique rcor as
much time defining and refining irs characters as developing its plot.
Details of shooting of the frlm went undisclosed as journalists were
prohibited fiom coming near the set. Ar rhe time ofits release, theaters
immediately closed afrer the beginning of each projection; an an-
nouncement came at the end of the film asking the public not ro reveal
the ending in order to spare rhe suspense for those who had not seen
the film. The entire publiciry campaign resulted in a significant com-
mercial success. Although severely criticized by numerous lilm critics
for being roo close to the traditional thriller with its usual multilay-
ered inrrigue and for overlooking the psychological development of
irs characters, rhe film won the prix Louis Delluc in 1954 as well
as the Best Foreign Film Award at the New York Filrn Clncs
Ci rc le  in  r95  5 .

An adaptation from Pierre Boileau and Thomas Narcejac's Celle qa)
n4tuh pl s.16 Diltbolique blended the horror, mystery, and rhriller genres.
The intrigue takes place in a boys' boarding school run by a callous
and brutal headmaster, Michel Delasalle (Paul Meurisse), who tyran-
nizes his weak and defenseless wife, Christina (Vera Clouzot, Henri-
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Georges Clouzot's spouse), and an icy teacher, Nicole Horner (Simone
Signoret), who has until recently been his misrress. He repeatedly slaps
his wife, abuses her psychological and physical fragility (she has a heart
condition), and displays his conquests in front of her. Evenrually, borh
his wife and mistress, who have become close in their common distress,
fabricate a Machiavellian stratagem of murder. Nicole suggests a plan
to get rid of Michel: they will visit Nicole's home in Niort, enrice
Michel to come over, drown him in a bathtub, rhen clandestinely
return to the school to dump the body into the school's lilthy swim-
ming pool. Christina calls Michel on the phone and pretends ro frle for
a divorce. Due to the rash nature of his personality, Michel immedi-
ately heads over to their home to violently discourage her. There, the
women place a sedative in his drink, and he soon falls asleep. rJ{hile

Nicole drowns him in rhe bathtub, Christina gets a tablecloth to wrap
up the body and ultimateiy places it in a wicker chest. Back at the
school, they both empty the chest in the pool in the dead of night.
The viewer assumes that once the body is discovered, it will appear
that Michel was a victim of an accident or even suicide. But when the
pool is finally drained, the corpse has disappeared.

Michel's presence is felt more and more in the school, which drives
his killers (and the audience) franric with almost unbearable suspense.
The body simply goes missing from the murky pool, and rhe suit the
victim was wearing that night is unexpectedly returned from the
cleaners. Anomalous developments occur one after the other. The pres-
ence of the deceased headmaster is terrifying; his features seem to
appear in rhe school photograph, and a young student confesses to
having spoken with him recendy- When a retired police lnspector
(Chades Vanel) enters the story ro cross-examine Chrisrina, her already
frail sangfroid turns into something bordering on psychosis, as both
she and Nicole are at a loss. The simple murder plot has gone beyond
their imagination.

Michel's disappearance prompts mysterious rumors of his reappear-
ance, which grow more and more substantial in Christina's fragile
mind. One night, as she hears a noise in her former husband's of6ce,
she walks along the dark corridor to discover Michel's body in the
bathroom tub. As the ominous body slowly rises from the water, she
collapses dead on the floor. Suddenly, Nicole enters the room and hugs
Michel, appeasing him for his insurmountable physical efforts: the
original plot for murder worked, and both lovers are now free, But
their idyll is short-lived, since rhe police inspector, who had never left
the building, has overheard their confessions. Once they are arresreq,
the monotonous lif le at rhe insrirution (an resume.

With similar visual panache, director Jacques Becker (19o6-oo;
attained national visibility and notoriety in rhe early r95os. Becker's
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reputation for perfect mise-en-scEne and cinematogtaphy was in large
part due to the success of Golden Marie, which for many was considered
his masterpiece, receiving the award for Best Foreign Actress (Signoret)
at the British Academy Awards in r95:. Becker underscored the
atmospheric environment, the decorative charm of the period in the
lower depths of Patisian life, and focused less on the psychological
development of the main characters, disgruntling film critics but garn-
ing the sympathy of future New \7ave proponents.

The story, reminiscent ofEugine Sue's Les hlyttires de Paris. is ser n
Paris ar the turn of the century, in a world of rerror and violence. One
Sunday afternoon at an open-air g inguette (dance hall), Marie (Simone

Signorer), nicknamed Casqrc d'rr for her flamboyant blond hair, who rs
dissatislied with her man, Roland (I7illiam Sabatier), a cold-blooded
Parisian mobster, agtees to dance with a stranger, Manda (Serge Reg-
giani). Manda is a carpenter but also an ex-con and friend of one of
the gangsters of the group, Raymond (Raymond Bussidres). Resentful
and malevolent, Roland decides to humiliate the newcomer in front of
the squad- But Manda and Marie are already in love. Meanwhile, kca
(Claude Dauphin), the gangster boss, is also interested in Marie. To
get rid of his two opponentsi leca sets up a jealous machination. He
pushes both of them ro frght a duel to the dearh, which eventually
leaves Roland dead and Manda on the run. Marie follows Manda, and
they live peacefully on a farm outside Paris, sharing fleeting moments
of romanric passion. Persistently, kca imagines a new subrerfuge to
eliminate Manda. Aware of the solid friendship and loyalty between
Manda and one of his besr men, Raymond, Leca denounces rhe latter
to the police as the murderer and gives the news of Raymond's arrest
to the young lovers (knowing that the carpenter will boldly accept the
blame). Manda cannot bear to have his best friend condemned for his
crime and gives himself up. This leaves Marie alone, which is what rhe
iniquitous I-eca wanted. Vhile being transferred to prison, Manda
escapes with Raymond, who is killed during the getaway. Aware of
the diabolical srratagem, Manda tracks down Leca and corners him rn
a police station, where Manda kills him. Arrested and condemned to
death, Manda dies on the guillotine at dawn under the eyes of the
crowd, while Marie watches from a neighboring balcony.

In the great tradition of naturalist authors, Becker's approach con-
veyed the impression of fate and the impossibility of changing one s
destiny, already inscribed by the conditioning of society. Surprisingly
enough, the opening reception of Golden XIarie was cold ar best, despire
the intense emotion that emanated from the French public' Popular
audiences anticipated more action scenes (many fewer when compared
to conventional American noir films) and never identified with the
intricacies ofthe intrigue and the remarkable arrangements ofsuspense
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Simone Signoret (Marie) in Jacques BecLer's Galden Marie (Caque tlor,
(CouJtesv of BIFI/@ Studio Canal).
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in the visual rendition. As a result, rhey were untesponsive. The
aesrhetic approach of Goldzn Marie, despite the reaction of the public
at .he time, demanded detailed photography to miror its author's
emotional response as closely as a novelist's prose technique would
emulate the creation of the mind. This is what was projected on the
screen, making the film one of the most persuasive crime movies of
the decade.

After the release of Goldtn Marie, Grisbi (Toucbez pas au grisbi, t953;
was Jacques Becker's first national success. In Touchez pa: au grkbi
(French slang for "Don't touch the dough"), Becker, nuch as in Golden
Marie. cteated a compelling story, told in a laconic style, about two
men in the mob milieu and rheir undivided loyalty to each other,
comradeship, eldediness, and the internal conflics of the individual.
Two aging gangsters of Monrmartre, "Max the Liar" (Jean Gabin) and
his longtime friend Riton (Ren6 Dary), decide to retire in style from
the mob by taking 5o million francs in gold bars left in a safe (a
fortune robbed years ago from the Ody Airport). The boss of another
mob family, Angelo (Lino Ventura),a7 gets wind of Ma-.<'s plans. One
night, as Ma-r leaves his usual c1ub, he remarks that Angelo's men are
following hirn. \Tithout delay, he calis Riton to warn him nor to talk
to Angelo and to stay away from Angelo's men. Shonly after, Max
takes Riron to a private residence and reveals where he hid the gold
bars. Later on that same night, Riton, left alone, makes the mistake of
going back home to see his girlfriend Josy (]eanne Moreau), who
seduces Riton and hands him over to Angelo, The rival gang eventu-
ally kidnaps him in order to have the booty in ransom. The rwenty-
year friendship between Riton and Ma-t compels the latter to be
magnanimous. Because he cannot abandon his friend Riton, Max un-
dergoes a crisis of conscience and ultimately gets the gold to deliver ir
in person to the other gang- Angelo, however, has secretly planned an
ambush to eliminate Max, Riton, and his lieutenants after gaining
possession of the gold. The exchange takes place on a dark country
road outside Paris. Yet, as the finale unfolds, the suspense deepens,
until Riton and Angelo die in an exchange of grenades. The surprise
climax is tdy disquieting. In the end, Ma-r manages to turn the odds
against Angelo, but his hopes of a peaceful and luxurious retiremenr
quickly vanish.

Although judged too damaging for the prestige of French cinema
(the film was overlooked fot selection befqre the Cannes Film Festival),
it did manage to make the official selection of the Venice Film Festival
in 1954, before it went on to become a colossa.l success and a source of
inspiration for a wave of new noir films, including Jules Dassin's
masterpiece Riff (Du rffi chez les hanne1 1955) and Jean-Pierre Mel-
ville's Bol the Gambler (Bob le flanbeur, r955)-as Based on the thriller
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I-ioo Ventura (Angelo) and Jean Gabin (Ma-r) in Jacques Becker's Gritbi (.Totchez
pas au Gr*bi, r9t3), (Courtesy of BIFI).

serLes TLuc/tez par du grbbi by Albert Simonin, a specialisr in Paflsran
and underwodd slang of those days, Gri:bi profoundly renewed the
scope ofFrench film noir by eluding any reference to the French police
force, its justice system, or its institutions. Ir was not a f.lm pohuer.
bur a film noir as a gangstet movie: that was its "Frenchness."

Jacques Becker started his career as an assistant for many of Jean
Renoir's films, including Night at tbe Crossroach (La xuit du carrefour,
t97z), Tbe People of Frcnce (l,a aie e$ i nou:, 1915), A Day in the Country
(Uw partie de ampagne, 19361, and Grand lllasian (La grande illuiott,
r9f7). Film critics, mesmerized by his immaculate sryle and formal
photographic technique, have tegularly placed Becker among the very
best filmmakers of the postwat era, and his accomplishments extended
over a vast hotizon of different skills: commercial productions, cin€ma
d auteurs, genre cinema, and mise-en-scine. Thus, Becker unpredictably
reconciled the commercial schemes and aureur initiative. His eenuine
passion for directing actors combined wirh his preference for involved
rehearsals ultimately resulted in characters that embodied coherence
and truth. One of Becker's mosr imbofianr contributions to wodd
cinema was his creation ofa new cjnematographic language rhat even-
tually influenced directors such as Federico Fellini, Michelangelo An-
tonioni. and even Max Ophuls- all of whom rvere inclined toward
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circumvolutions of viewpoinrs and experimental cinema. Consistently
concerned with the predominance of realism and rruth for his charac-
ters, Becker was often described as an unclassiEable artist. With respect
to the charisma he carefully crafted in his characters, Frangois Truffaut
stated, "The beauty of the characters in Gr\bi, even more than those
it Casqae d'or. comes from their quietness, from the economy of their
movements."ae Representative of one of the prominent characteriscics
in French cinema, Becker's directing principally focused on rhe indi-
vidual psychology as he repeatedly showed each character at his or her
most sensitive srate, confronting his or her own predetermined fate.

Despite Ren€ Cl6ment's (t9r3-96) three consecutive successes at
the fiffr three Cannes Film Festivals for Battle af the Raih (La batailh
du rail. 1941), The Damned (Let maudit, 1947), and Tbe lValL of
Malapaga (Au-tlelir clu grilles, ry48), his next film, Farbid.den Ganes
(Jeux interdits) was excluded at Cannes in 1952. That 6lm, however,
did receive an impressive list of prizes during the year, including an
Academy Award for Best Foreign Language Film, the New York Film
Crirics Award for Best Foreign language Film, and the Venice Film
Festival Golden Lion Award. Fmbidden Ganes was often misconstrued
as a simple tale about childhood and an antiwar statement with pow-
erful allegories abour the waste of warfare (without actual battle)-
Although the film was made in a rather extemporaneous manner (two

children were firsr-time actors), the script was vigilantly wrimen by

Jean Aurenche and Pierre Bosr. In addition, Cl6ment, who had ongr-
nally planned to produce a scene film, decided during the shooting to
keep only the first story, adding several scenes ro reach the necessary
length of a long m6lrage. The dramatic buildup (war), rhe emotional
patterns (the loss of the dog), and the fatalistic overtones (the loss of
the parents and adopted family) emphasize rhe core of the film: the
world of adults as seen through children's eyes. The realistic depiction
of war was used only as a narrative background; it gradually empha-
sized the psychological rapport established between the two children.

The story, drawn from a novel by FranEois Boyer (Les jeux ixcoxttut,
r<147),t' ts set in May r94o. The lilm opens in the midst of an exodus
of Parisian refugees fleeing a Luftwaffe air raid. As the German planes
plunge in formation against the defenseless column of refugees, people
panic, leaving their carriages, cars, and luggage to dash under the trees
or hide in ditches. A six-year-old girl, Paulette (played by Brigirte
Fossey),t'gets up and wanders aimlessly; her parents lie dead. Lost and
alone, she holds her dying puppy in her arms and.joins the hundreds
of refugees who start moving again. Shonly after, an insensitive peas-
ant woman considers the little dog dead and brusquely throws it into
the river, Paulette, horrified by the gesture, immediately leaves the
column of refugees and desperately runs to the river to fish rhe corpse
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Brigitte Fossey (Paulette) in Ren€ Cl6ment's Far&clden Games (Jeux ixterdits, r95z),
(Courtesy of BIFI/@ Studio Canal).

out of the water. In tears, she tries to revive her puppy b:ut rc no avail.

There she meets Michel Dolle (Georges Pouiouly), a ten-year-old boy

who works at a nearby farm with his family. He takes the girl home

with him, and eventually, his parents temporarily adopt her. NThen

Paulette is told that her parents are soon to be buried, she wants her

dog to be buried in a grave with a cross, too. Oblivious to the human

massacre around them, the children become good friends, and Michel

offers to lay Paulette's dog to rest in an old uninhabited mill, reassur-

ing her that it will not be lonely. After having watched the adults

bury their dead, rhey begin to assemble their own cemetery. Both

wander in the countfyside to pick up dead creatures for their secret

cemetery for animals including baby chickens, moles, earthworms,

even insects. The two children pilfer lburteen crosses ftom the village

church, from another cemetery, and even from Michel's late brother's

hearse to properly adorn the grave sites. The missing ctosses, however,

make the local population panic, and soon neighbor turns against
neighbor. The peasant family with whom Paulette lives has an ongoing
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feud with their neighbors that eventually leads to violence. The im-
pending discovery of the children's secrer creates a heartbreaking cul-
mination. Michel is forced to confess, and Paulette is immedlately
removed from her new family. She is taken by the police to a Red
Cross camp, where she is lost in a crowd of thousands of war refugces.
As she hears someone yelling "Michel!" she dashes through the crowd
as the camera fades our.

Akhough F arbidden Gamet opeoed with outwardly realistic turmoil-
the exodus with its death toll and disquieting representation of human
tragedy-it offered a nonconformisr vision and an authentic look at
childhood and children's desires to construct their own fantasy wodd
away ftom adult supervision. The visual approach o[ rhe film and its
story line created a series of persuasive arrangements between docu-
menrary, idyllic neorealism, and 6lm noir. Perhaps considered too
manichaeistic in its conrrast of rhe forbidding adult world and the
innocence of childhood (especially among coldheaned and belligerent
peasants), the story denounced the adults, often depicted as harsh,
callous, and even cruel. Forbid.den Garnes was not subject to the resrric-
tions ofproduction (mainly economic) that predisposed eady neorealist
films ro explore the extent of realism, yet it was the practice of
analogous invesrigation rhat in the end made the identity of the movre
so persuasive. Although limited by technical constraints, Cl6ment's
unsophisticared and outspoken style was well esteemed arnong the
public and emerged as one of the closesr productions to lta.lian neo-
realism. By r95t, the conventional cinematographic poinr of view,
which represented rhe horrors of war and the deceitfulness of the adult
wodd through the eyes of children, was nothing new. In fact, Iralian
neorealist filmmakers directed their work as major authors with pro-
ductions such as Vittorio de Sica's Zie Bicy e Thid (l,adri di biciclexe,
1948) and Cbildren Are Watcbing lJs (I bambini ci guatdano, t943).
Nevertheless, with Michel and Paulette, the exploration of war wenr
beyond the innocence of childhood and irs helpless observation. and
creared a world rhar gave roral freedom to rhe formarion of children's
own playful world of death. Although the game of imagination and
friendship appeared gruesome and monstrous to adults, rhey were the
ones who Iacked discernment and regard. Paulette felt more grief for
the loss of her dog than the dearh of her parenrs since the concept of
death did not have any real significance to her. The children's objecrive
of putting together a secret memorial was sincere and ourspoken.
Paulette merely wished to do what was right for her little dog, and
Michel only atrempted to please his new friend. It is obvious that the
communicative actors ultimately endowed, Foftid.den Games wrth ics
true emotional core. Interestingly enough, the memorable musical
score (composed by Narcisco Yepes with a single Renaissance gurrar
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melody), unlike most films of this rime , did not offer any musical cues

or direct connection in relarion to the imaSe or to the plot. This

pragmatic quality, present in the sryle of Rend Cl6ment's vision, and

his relentless affinity with managing inventiveness (mainly audiovisual
modernism) constituted a facet that a few years later was unconsciously
to be reused by young authors of rhe next generarion.

TO\7ARD A NE\U7 CINEMA: R9BEBT BRESSON,
JACQUES BECKER, AND RXNE CLEMENT

A paradoxical decade, the r95os w.itnessed the birth of a new era,
immediately following \fodd rVar II, and at the same time repre-

sented the end of an old-value system with the coming of the r96os.
A young clan of new film critics and furure filmmakers reproached rhe
"old school" that prevailed in the r91os, believing that everyrhing was
"outdated" within the qualitd frangai:e, including its aesthetics of stu-

dio, and its pseudo-Expressionist aesthetic. Most of the current film-

makers, screenwriters, and producers had begun working in the r93os,

and most film studios were built at the time of rhe silent era. For the
younger generationr access to job openings was extremely diflicult. It

was a road strife with obstacles regulated by one insurmountable
condition, time. Sometimes it took fifteen years for an assistant to
begin shooting a motion picture as a director. As Rend Pr6dal de-
scribed it, ''Between the ages of twenty and thiny, the future director
unfortunately plays messenger during the most cfeative period of life

Talent and ideas only remain within rhe old school. Between the ages

of thirty and forty, he is promoted to second, then first, assistant, or
possibly co-screenwriter, a position in which he must display rech-
nique, skil l , efficiency, but sti l l  no creativity."tr

The r95os experienced an explicit stagnation of the mise-en-scEne.
The ''dictatorship" 

of the chief operator (just like the sound operatot
in the r93os, wirh the implementation of microphones on the set)
forced directors to remain within studio boundaries due to the precr-
sion of such effects as diffused floodlighting and focused spotlighting.
Consequently, the mise-en-scdne was directly reduced in importance,
and the director was considered more responsible for rhe final project
than its "author" and initiator. The New \Vave evidently ran against
the r95os' despotism of the "great technicians" and expressed aversion
to the psychological apptoach and traditional narration. These 6lm-

makers did not believe in the so-called grand sajet that required over-
whelming financial means, such as historical reconstitutions, period
movies, and literary adaptations. For them, Ftench cinema was rn a
fossilized state, and ultimately remained prisoner of rigid formulas of
its own making, and as a result failed to demonstrate any tisks or
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innovations. New filmmakers used a preexisting reality to profile their
own vision of reality (while preserving their creative control), mostly
with small-budget films and little-known actors. Jean-Luc Godard,
FranEois Truffaut, Eric Rohmer, and Alain Resnais,5a among orhers,
contrasted the cir&na. dt sclaarittet wirh the cin&nzz d'auteuts. This oppo-
sition derived its full meaning from the very perception of the use of
the cinematographic medium and ultimately brought a much greater
scope to French cinema. A few years eadier, Alexandre Astruc's concept
of cam&a stylo (writing through motion pictures) rhrew into high relief
the conventional, long-esrablished, backwardJooking implication of
the huge majority of French productions of the late r94os. Among all
the filmmakers who worked in the r93os, only anists such as Jean
Renoir and Jean Cocteau were able to adapt to this new era, positioned
between the outbu$t of new talent from the Occuoation and the latent
creative era of rhe r95os. Their predominanr posirion in the cinbna
d'auteurs allowed them to use different genres simulraneously by mix-
ing thrilling action with both myth and supernatural adventure (Coc-
teau) or humanistic will with prolific creativity (Renoir).

Representing the antithesis of rhe tradition of acrors' performance
and dialogue-based story lines, Robert Bresson (t9o r-99), more than
Jacques Tati or Jacques Becker, stood alone in his field of endeavor.
Combining intellectual integrity with artistic honesty, he is one of the
most studied film artists in wodd cinema. As an authentic anist,
Bresson was among the very firsr directors quoted by Frangois Truffaut
as an auteur because of Bresson's revelation, manifest to the younger
generarion, of the infinite possibilities of using cinema as a resourceful
intermediate for personal inspiration. For Bresson, who trained as a
paintertt before moving into 6lms as a screenwriter, cinemarography
did nor necessarily equal entenainmenr. Instead, it was a mode of
expression that conciliated image and sound in the form of a slow,
visual, and medirative narration. In sum, cinema was "interior move-
ment," to use Bresson's own celebrated phrase. Jack C. Ellis described
Bresson's lilms as minimalist, unembellished represenrations of spi ri-
tual life, relying on a rigorous series of stripped-down shots: "Vhile
Bresson's lilms have never been widely popular with audiences nor
noticeably influential on the work of other frlmmakers, he has emerged
as one of the rare examples of a consummate individual stylist. His
search for ever greater clarity and simplicity of visual-aural statemenr,
his concenttation on only those themes that most deeply concern him,
place him among the very select company with which he is being
considered."t6 For Bresson, actors' performances were critical to the
interpretation of rhe theme and to rhe style of the resulting story line.

In r95o, returning to the scr€en aftef a five-year absence since Ladies
of the ParL, Bresson's next project was the adaptation of Catholic wricer
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Georges Bernanos's The Diary 0f lz Catottry Pdesl. Bresson eventually
received approval from Bernanos's attorn€ys, who had previously
turned down earlier script proposals by several screenwriters Qean
Aurenche and Pierre Bost) upon rhe wrirer's death. This introspective
film succeeded in deciphering the essence of George Bernanos's novel
into cinemaric language. It traces rhe anguish and torments of a young
priest (Claude Laydu) in Ambricourt, a gloomy Normandy village,
where his emorions and despair are subtlety revealed. This confessional
first-person flarration poftrays rhe interior itinerary of rhe feeble and
unnamed priest during his firsr assignment, and the torment of his
soul through Christian symbolism. He attempts to accept tbe parish-
ioners as they are while struSgling with a life of poverty. His acquain-
tances and environment are hostile: a cynical doctor who callously
reveals ro him the terminal narure of his illness, a coldhearted count
who does not keep his promises for help, a fanatical daughter who
incriminates him in her morher's death (the countess), and the indif-
ference of his parish. The priest fails to change the towrr's resenament.
His only achievemenr is to bring peace to a withdrawn countess rhe
day before she passes away (after a long hatred fot God as a result of
the tragic death of her son). Only an old vicar fiom a nearby village
sporadically shows paternal interest in him. The story continues with
the priest's forlorn combat against sickness, dejection, death, and the
cruel tribulations with his parishioners, who neither welcome nor
acknowledge his profound conviction and his grear effort to stay alive.
Slowly making his way toward grace and saintliness, he finally linds
transcendence through death. His last words, Tout est grice (All rs
grace), epitomize the priesr's spiritual strength and devout constancy
with the wodd's fear and doubt. The austere visual tepresentation of
the film prompted the presence of the invisible spiritual life, and with
it Bresson accomplished what, cinematographically speaking, was rm-
possible to rendet: a straight path of diegesi, a linear inrigue, filled
with an almost obsessive desire for abstraction. This perfectly corre-
sponded with a personal quest for the truth of a tragic and lonely
destiny. 

''Bresson's films show little but suggest much," explain Kris-
tin Thompson and David Bordwell,tT and therefore tequire extreme
attentiveness on the part of audiences. The Diary af a Cauntry Priest
received the rgtr Grand prix du cindma franqais and shared the
International Prize at the Venice Film Festival with Akira Kutosawa's
Rashomon,

Bresson's next picture, A Maa Escaped (Un condemnd ) fl0rt s'eJt
dcbapp6, ry56), confirmed his tendency for an uncompromising inde-
pend€nt and "pure" cinema, the antithesis of mainstream narrations.
Like Jacques Becket's Tbe Night lVatch (I-e tuzu, r9r9), the story line
begins with "This is a arue srory. I render it as it is, unadorned."
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A Man Escaped is based on the memoir of Andr6 Devigny (r918*99),
who had escaped from prison thirteen years before in 1943. The author
was on the set to assist Bresson in reenacting the plot as well as in
demonstrating the different tricks in the getaway scene. The main
protagonist of the film, Lieurenanr Fontaine (FranEois Leterrier), a
French Resistance activist spends his last hours planning a highly
crafted breakout. For days, he gradually caryes an imperceprible hole
in the cell door with a sharpened spoon handle and assembles a rope
and a couple of hooks out of bedsprings and torn blankets. Just before
the critical departure, a young man (Georges Poujouly), known to have
collaborated with the Nazis, is rhrown into his cell. The crucial di-
lemma compels Fonraine to rust and consequently confide his plan,
instead of eliminating the new stranger. Borh men eventually succeed.

Shot at the Montluc Prisont3 in Lyon, with Devigny on location,
the reptesentation of rhe disquieting fonress constituted an imper-
sonal and mystical universe, secluded fiom reality (like Franz Kafka's
Tbe Ca:tle). In 1943, Devigny, a French army officer, was rortured by
the Gestapo and kept handcuffed in a small cell. Afrer four months,
he was sentenced to death by Nazi leader Klaus Barbie and was to
be shot, but managed to escape. Clearly, Devigny was a crucial con-
sultant in the making of the movie, which in part was shot inside his
own prison cell. Ironically enough, almost thiny years later, Barbie
was incarcerated in the same prison. The Court of Jusrice in Lyon
convicted Barbie of crimes againsr humanity and sentenced him to
life imprisonment.te

Alrhough during the ninety-nine minutes of the film viewers were
never left in the dark about the final outcome, the scheme and rech-
nique of escape consranrly kept them apprehensive and unresolved.
Interestingly enough, Bresson was not concerned with the develop-
ment of the action but rather with rhe sDiritual outcome of whar
happened. rVhen Fontaine entered his new cell, rhe camera lunlike,
for instance, Becker's Tbe Nigbt Vatch) is limited to close-ups of
objects and faces and offered no descriptive panoramic shot, which
immediately conveyed in masterly fashion a claustrophobic impression
of rhe penitentiary milieu. In addition, the whole movie materialized
into tecurrent scenes, for the mosr part composed of a single long shot.
Bresson's cameta dwelled on Fontaine's hands holding the few objects
that were to assist him in the breakout attempt.

In A Man Escaped. Bresson favored the presence of a 
''psychological

being," as opposed to the determination of a character based on his
eloquence.6" His dominating relationship with his actors was noton-
ous, since for him, actors had ro be substituted by their own "pres-
ence," which eventually led the spectator to the real character in
question. On the set, Bresson was known to rigorously dissuade his



Claude Laydu (Priest of Ambricourt) in Robert Bresson's D/aD, tf a CaMtry Prielt
(Le jautnal d un &ri de cam?dgfie, r95 r), (Photo courtesy of the Museum of Modern
Art/Film Stills Archive/@ Studio Canal).

conclannl i not s'ut 'rhalrr', ryJ6), (Photo courtesy of the Museum of Modern Art/
Film Stills Archive).

Itancois Leterriet (Lieutenant Fonraine) in Robeft Bressorl's A Ma/1 Escapul (Ur?
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acto6 from any individual expression or touch of acting eloquence by
dint of constant reperitions and rakes. His personages were rarely the
conventionalt readable figures of rraditional dramas, but rather charac-
ters who did not disclose emotive signals, such as speech intonation
that disclosed feelings. To heighten the tension, Bresson used the
protagonist Fontaine for voice-overs to connect the scenes to one an-
other as inauspicious sound effects (the slamming of cell doors, the
jingle of the warden's key) are heard in the background. For Bresson,
the discourse of the film had to be "devoiced" of superfluous acousric
components that could affect the escape's fragile passage of time, as
Frangois Truffaut explained; "The suspense-there is a certain suspense
in the hlm-is created naturally, not by strerching out the passage of
time, but by.letting it evaporate."6'Bresson went on to earn the Best
Director Award at the r9j7 Cannes Film Festival. His uncompromis-
ing methods rarely consented indulgences to film producers, refused
commercial cinema and professional actors, and at the same trme
required total control over the production. This helps to explain why
he directed only thirteen films in his career. The 6rst and last film for
which Bresson worked with professional actors was Ladie: of the Parh,
in 1944. Although his productions did not achieve great populariry,
he nevertheless ranks as one of the greatest artists in the history of
inrernational cinema. Some ofhis most brilliant films rncl:ude Pichpocket
(.Pickpock*, t9j9), Mluchette (Moachexe, 1967), Tbe De l Probably (.Le

Diable probablement, t971), and Monq (L'argent, t983).
Along with Bresson's A Man E:caped, Jacques Becker's Tbe N)ght

Vatcb (Le trctu) was responsible for raising the stakes for all future
prison films by way of its rigorous camerawork, use of real sounds rhat
produce a remarkably authentic sense of locale, and visual intensiry
with respect to character development. Made only three years apart,
these rwo classic prison dramas/thrillers were both brilliantly staged,
capiralizing on the tension normally found in such a claustrophobic
place and amplifying it greatly, as each cellmate had to search within
himself for answers. \(/hat was created in these flawless pieces of
suspense was a real phenomenon of simplicity and understated rela-
tionships, showing how uncertain it was to trust an outsider with one s
life. Tbe Night Watch was in competition during the 196o Cannes Film
Festival and received the prize for Best Film at the 196r British
Academy Awards. In rhe eady r94os, Becker shot his firsr real /ozg
rnrltrage as a movie director wtth lt Happenal. at the Inn (Gaupi-Maint-
Rauget, t94z), and quickly moved with apparent success from intimate
d.ramas (Edouard et Carllinc, r91o) to tragic romance (Goldm Marie,
r95z) to crime films (Gri:bi, ryy). As Ttuffaut once observed,
"Becker works outside all styles, and we shall place him tberefore at
the opposite pole of the major tendencies of French cinema."o'
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Charged with a premeditated manslaughter attemPt on his "well-

off" wife, Claude Gaspard (Marc Michel), a twenty-seven-year-old well-

mannered car salesman, is locked up in the Parisian Santd Prison rn

1947. His wife accuses him of having attempted to murder her during

a domestic dispute, when his gun (un)intentionally discharged and the

bullet hit her shoulder. One day, while his cell undergoes maintenance,

Gaspard is relocated to a different cell block already occupied by four
hardened convicts, Roland Qean Keraudy), Manu (Philippe Leroy),
"Monseigneur" (Raymond Meunier), and Jo (Michel Constantin). His

arrival is met with manifest skepticism. Having already decided to
plan an escape, the four cellmates afe not enthusiastic about Gaspard's
arrival, but the present circumstances compel them to reveal their
project to rhe outsider. They choose to go on with their plan, consid-

ering it too late to turn back. They have admitted Gaspard as one of

rhem into their circle, since there was no apParent reason not to (rhey

even recognize that Gaspard will have done his share in helping them

excavate the tunnel). They srart to dig a hole underneath the wooden

floor. Since ongoing construction occurs all over the building, the nolse

made by their digging goes unnoticed. Each night, according to Ro-

land's plans, rhey use every ounce of perseverance and ingenuity in an

elaborate attempt to connect their underground passage with a second,
already-excavated tunnel that reaches the city sewer. One morning.
however, Gaspard is called into the offrce of the ptison direcror to learn

rhat his wife has dropped the murder charges against him; he should

be a free man within weeks, maybe days. The simple convocation,

however, turns out to be much more than a succinct discussion. The

meeting lasts more than two hours, and when Gaspard returns to the

cell, his companions presume thar something is up since no prisoner

stays for such a long time to be updated on rrial procedutes. Still, he

agrees to rake part in the breakout with his accomplices. It is only on

the verge of freedom that the prisoners find out rhat Gaspard has

betrayed them in exchange for a reduced sentence. The lights are out,

and the group is feady to escape when suddenly the cell is invaded by
the prison warden, who instantly catches the prisoners red-handed.
The despair can be seen on their hardefled expressions as Gaspard is

Ied away to another cell. As the four unfonunate escapees are lined up

against the wall, Roland addresses him one last time: "Pauvre Gaspard''
(poor Gaspard).

Tbe Night r[fatch, a French-Italian coproduction, was Jacques
Becker's last film. He died during the film's post-production in Feb-

rJary 1960, one month before its commercial release, leaving final

details to his son Jean. Vriter Jos6 Giovanni, whose noYel Le ou

inspired the film, was an actual ex-con who took pan in an escape

aatempt from the same prison in 1947; orc of his cellmates, Jean
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Keraudy (Roland in the film), the so-called King of Escape, performs
as himself and opens the film: ". . . My friend Jacques Becker re-created
a true story in all its detail: my story. It took place in 1947 ar the
Sant6 Prison.''6i Beyond the opening sratement, the presence of Ker-
audy was an extraordinary guaranree of authenticity. In addition,
Becker insisted rhat all his characters were to be interorered bv non-
prolessional acrors. much like rhe approach of Roberr Rressun.

Although nor fully associated with the new trend of filmmakers
(due to an artisric rigor reminiscent of the qualit{ tradition), Ren6
Cl€ment's Parple Noon (Plein so/ei/, 1959)6. became a classic of the
French tradition called rialitme psycbologique. The theme of idenrrry
transference occurred frequently in r1alisne ptybalogiqae, and nrarry
contemporary critics did not hesitare to compare Cl6ment's skills to
Alfred Hitchcock's. The screenplay was based on (not adapted from)
Patricia Highsmith's novel6'The Talented Mr. Riphy (the film was quite
diffetent from rhe famous novel, the 6rst of the Ripley series in the
r95os)."n In both story lines, one protagonist is intensely fascinated
wirh rhe other, and reveals his obsessive fixation through crime, the
murderer in both cases essentially wanting to become the other man.

In Purple Noon, Tom Ripley, played by Alain Delon, (b. 1935), who
starts ou! as the secondary character, is sent to Mongibello, near
Naples, by a wealthy industrialist, Mr. Greenleaf, to persuade his
financially spoiled and globe-hopping son, Philip (Mauriie Roner), to
return home to San Francisco. For the service, Tom will eventually
receive $5,ooo. Shortly after his arrival in Italy, Tom meets Philip rn
Rome and reveals to his longtime friend the true purpose of his
journey. The news is welcomed with laughter, since Philip enjoys a
hedonistic lifestyle in Rome. Instead of persuading him to rerurn
home, Tom setles in ro sray arnong rhe well-dressed jet set on the
Amalfi Coasr, putting off the father's mission for updates. Philip even
plays with Tom's patience, by changing his mood daily about a possi-
ble departure. In reality, he has no intention of leaving his liancde,
Marge Duval (Marie lafor6t), to honor his father's request.

As the days and nights of the Roman dolce uha go by, Ripley
becomes more and more drawn into Philip's lifestyle of wealth and
womanizing in the restauranrs, clubs, and yacht basins along rhe
Italian coast. (In one of rhose social encounters, sharp-eyed viewers
may spot a then-unknown Romy Schneider in an opening-scene, one-
line appearance.) Both young men share the affections of Marge and
even each other's wardrobes. Tom begins ro covet Philip's life as a rich
playboy until the day he receives a letter from Mr. Greenleaf, who,
considering rhe assignment a fiasco, decides to terminate Tom's finan-
cial subsidy. Nevertheless, Tom chooses to maintain his new way of
life and quickly begins to conspire: if Philip's ourfirs, fianc6e, and
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Philippe Leroy (Manu Borelli) and Jean Keraudy (Roland Darbanin) in Jacques
Becker's The Night \Yatcb (Le roa, r9t9), (Courtesy ofBIFI/@ Studio Canal).

standard of living better fit him, why not Permanently remove Philip
from the picture? Following a navigation dispute, an increasingly tense
series of mind games takes place between the two young men, who
begin to adopt a mean disposition toward one another until Tom
murders Philip onboard his yacht and rakes over his identity, Tom
wraps the body in a sail and throws it into the sea, where he is sure rt

will vanish. (After being momenrarily retained by the anchor, the body
disappears,)

Back on land, Tom begins a long sequence of sophisticared lies. He
first announces to Marge that Philip has returned to Rome and wants
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to remaifl alone for a while. Tom deoarts to Rome in otder to rob
Philip of his possessions. After meticulously forging Philip's passporr
and signature, switching identities, and checking into the luxurious
Excelsior Hotel in Rome, he sends typed letters to friends and family
(on behalf of Philip) to reassure them about his sudden desire for
seclusion. People begin to wonder about Philip's absence, however,
and their search unavoidably leads to Tom. A few days later in Rome,
Philip's old friend Freddy Miles (Bill Kearns), suspecting Tom of foul
play, shows up at Tom's hotel room, discovering the fake letters'real
author. Tom feels as if he has no alternative but to commit another
murder to cover his rracks, and so he eliminates Freddy. Meanwhile,
step by step, the police close in and begin to pursue him from hotel
to apartment and town to town. \fhen Tom realizes that his plans are
seriously compromised, he goes to Mongibello one last time with the
remaining loot and secretly relinquishes it to Marge as Philip's will
(theoretically to dissipate all suspicion). But as he is near the end of
this sequential nightmare, the yacht finally comes on display for sale.
As the boat is raised out of the water, a gruesome bundle is attached
to the rear of rhe boat. It is Philip's body, still wrapped up in
the sail.

The mechanism of intrigue, filled with ingenious turns suggestrve
of Hitchcock's greatest thrillers, becomes increasingly more intricate
as the story unfolds and creates an involuntary uneasiness among
viewers. The suspense deepens until the twist ending successfirlly
manipulates the visual medium. Rend Cldmenr, often described as a
motivating force for the future New rVave, did more rhan draw the
spectator into a well-written scenario of psychological suspense; he also
focused the entire film on Tom's narcissistic progression to such a
degree that it became difflcult for rhe spectaror not to wish for Ripley
to go free. In PaQle Noon, the rapport mise-en-scine/cinematography,
with its deep panoramic shots of the Mediterranean rhar accenruare
the young men's idleness and lack of benevolence, is comparable to rhe
visual focus of Michelangelo Antonioni's L'awentara (L'awentura,
196o). In conjunction with an intense Nino Rora score, the photogra-
phy of cinematographet Henri Deca€, who compiled most of his shots
with idyllic saturated colors of the Mediterranean sun, includes a long
series of close-ups focusing on the eyes of Alain Delon, which divulge
the ominous astuteness behind his deceptively candid appearance.

Tom Ripley, the antihero par excellence, forced the adrniration or
perhaps the fascination of viewers but never their sympathy. As Patri-
cia Highsmith herself noted: "From a dramatic point of view, criminals
are inreresting; at Ieast at one {particularl momenr they act with a free
mind, and {feel like theyl do not owe anyone an explanation. I find



Tlte Postuar Era

\ \

r 9 1

r t '

Alaio Delon (Tom Ripley) in Ren6 Cl€ment's Pwlle Noon (Plein toleil, rg>9), (Photo

courtesv of tbe Museum of Modern Art/Film Stills Archive/O Studio Canal).
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the general public's interest for Jusrice rather dull and arrificial, srnce
neither Life nor Nature are concerned with whether Justice has been
rendered or Dot-"6,- Parple Noon represented a new rype of examinarion
of near-perfect murders and a compelling look at rhe amoral and self-
induleenr killer who commits them.
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Chapter 5
The Years of the French New

France darirg and after tbe Eunts of r958
Tbe Signs of Change: Louis Malle
Les cahiers du cinlrna and tbe A*teur Tbeorl
Tbe Emergence of the Neu, Wate: Cl.aade Cbabtol' Frangois
Truffau4 Alain Resnais, Jean-Luc Godnzt[ and Agnis Vanla
Tbe Retarn of Commetcia.l Mot'ie Successes

In the late r 95os, the emergence of the film director as the undisputed
authority in all areas of film production (mise-en-scdne, photography,
script, thematic and artistic choices) was a direct result of a growing
fiend c led politiqke des auteurs (authorism) that proclaimed the future
predominance of a new cinema, Although often misunderstood and
abused, this creative concept in filmmaking was the direct aftermarh
of that trend, which clearly emerged with the explosion of the New
N(ave in 1958. The years of this movement-which actually began in
the mid r95os as a teaction to a stagnating establishment, only to
become recognized in the years r958-59-can best be described as an
innovative era, setting a historical landmark in wodd film history. The
changes created a sense of diversity in cinema. Never before haci an
artistic movement revealed itself to be so seminal and influential,
creating breathing space for creativity both in France and abroad.

The New \Vave camera work represented a radically different con-
cept both in content and form. The rraditional perception of cinema-
tography, held by the traditian de qualitl, which corroborated a visually
flawless photography and concealed to audiences the work of true film
artisrs, vehemently resisted the new trend. Throughout the years 8en-
erally considered the posrwar era (1945 58), French film directors used
equipment that facilitated the interconnection between action and
narrative leaps. As technology improved in cinema, it gradually gave
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mainstream filmmakers more freedom in their procedural and artistic
choices (more mobility for the cameraman, and as a result mote intetest
and comfort from the spectator's standpoint). Their style, however,
remained surprisingly unchanged in the srorytelling process and so-
called 6lmic Srammar. This lack of artisric renewal explicitly set the
future young directors of the New lfave on their "revolutionary"

agenda. *Wbat they soughr was simply the utilization of an innovative
narration, entirely freed from conventional Hollywood-style storytell-
ing and offering an ensemble of images and sounds. The audience
would be required to participate in the narrative process and conse-
quently had to develop an understanding of the function of cinemato-
graphic language.

Apart from the visual revolution of cinema, the r96os entered a
new phase in the advancement of the French audiovisual industry (lilm

and television). 
'Ihe 

arances tur recette! system (financial aid or Federal
loan) r'as a unique government funding program whose aim was to
support the film industry, which, without such ftnancial aid, was
doomed to stagnation and bankruptcy. By the eady r96os, this pro-
gram had assisted many first-time directors of feature lilms. The newly
created organization guided certain aspects of film culture as it took
risks in such high-budget productions as Yves Robert's \Yar of tbe
Btttoxs (La guet're det bartons, t96r), which otherwise would not have
been made. This special financial allocation was granted by the Mrnrs-
tEre de la Culture not only to film directors but also to many producers
and scriptwriters from the European Union.

Finally, the r96os witnessed the full emergence of importanr new
acting talents such as Anouck Aim6e, Michel Piccoli, Alain Delon,

Jean-Paul Belmondo, and Catherine Deneuve,' as well as the promo-
tion to rhe status of movie star for actors such as Brigirte Bardot, Yves
Montand, Bourvil, and Jeanne Moreau.

FRANCE DURING AND AFTER THE EVENTS OF T958

The r96os in France was a period of constant conflict between the old
dispensation and the new.'Polit ics, l ike rhe French li lm industry, had
to change with the moods of the times and respond to the needs and
desires of people in their everyday lives. Taking form at the end of the
r9jos, the new decade emerged in a country rife with colonial antag-
onism, deep sociopolitical divisions, and a series of inefFcient coaltron
governments. In December 1918, Chades de Gaulle instituted a new
constitution and became France's first president for a seven-year term.
The Fifth Republic was established on January 8, r9j9, when de
Gaulle appointed a new government. Unlike rhe constitution of the
Founh Republic, which gave more power to the French Parliament,
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the new political struclure guaranteed full powet to the president,

simultaneously giving the executive branch considerable imporrance at

the expense of the Assembl6e nationale. Thus, de Gaulle had created

an era, later labeled by historians the "golden years of the Gaullist

episode," by operating as an elected "sovereign" while at the same time

being widely esteemed as a wofld statesman.
Following his famous vow, Je uous ai coruprui (I undersrand you now),

rhe president quickly adopted a more paci$'ing tone, to rhe dismay of

hundreds of thousands of pied: noits, settlers from Europe descent as he

led the discussions on Algerian self-determination despire a fierce

terrorist campaign fomented by the Secret Army Organization (OAS,

Organisation de l'arm6e secrEte) of the extremist French military. In

196 r, in the midst of a war that had continued since November r 954,3
General Raoul Salan and other commanders of the French army at-

tempte<i an unsuccessfi.rl couP d'6tat in Algiers, triggefing a series of

terrorist acts in France as rvell as several mutder attemPts on the

presidenr himsell A few months later, a referendum on April 8, 196z'

overwhelmingly supported the Evian Agreement (by 9o.6 percent),

settling the thorny Algerian conflict and giving Algeria its indepen-

dence on July 5, thus ending r32 years of French domination. Conse-

qlrently, a massive immigration movement was set in motion, with

close to a million French settlers immediately repatriated to France,

the majofity of whom had never set foot on French soil. Although the

financial cost of such a resettlement movement was beyond measure,

the French economy was able to supply housing and jobs as d result of

the exceprionally favorable economic situation of the early l96os.

Despite the tragic events during the eight years of conflict in Alge-

ria, which claimed the lives of one million victims (among a popula-

tion of ten million at the time), relations with Algeria, as with most

of the former African colonies, remained cooperative primarily because

of the strong economic state of affairs. Free of colonial entanglernents,

France enjoyed growing economic srrength and wealth and became a

nuclear power in 196o- Six years later, to rhe wodd's surPrise, Presi-

dent de Gaulle decided to remove French forces from NATO tnte-

grated command, obligating all US troops to exit France. Another of

de Gaulle's political bombshells occurred during his visit to Montreal

on Jrtly 24, 1967. His stay ended precipitously, after he declared in

front of a euphoric crowd of Soo,ooo (much to Canadian officials'

disbeliefl "Vive le Qu6bec. . . vive le Qudbec. . . l ibre!"

The so-called golden years came to an end with the dramatic evenrs of

May r968. By that year, French companies felt growing pressure for la-

bor reforms and a more signi6cant improvement in working conditions

The dissension was especially forceful in Ftance (among western Euro-

pean nations), with passive forms ofcensure (for example, absenteeism-
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up to 30 percent by r968-and strikes). Nforkers' dissarisfaction be-
carne a major issue throughout France, and at this rime rhe quesrlon
of labor reorganization and collective convenrions took up an unusual
postponement when compared wirh other European counrerparts.

In the r96os, working conditions in French companies worsened a
great deal, r,hich led to the riots in May r968. Trade unions responded
with a new concept, "qualitative demands," which aimed to enhance
working conditions and democratize the workplace. This iniriative was
principally endorsed by rhe CFDT (ConfEd€ration franEaise D6mocra-
rique du travail), a union that emphasized the concept o{ autogertidn
(workets' control). On May 3 of that year, students in Parisian unrver-
sities (mainly at the Sorbonne and Nanterre) started the largest insur-
tection ever organized in the century. After French police brutally
reraliated during the initial upheavals, the rest of rhe student body
joined the conftontation, and as barricades were set up all over rhe
Latin Quarter, street riots quickly broke out. Studenrs, who reorgan-
ized themselves into a large commune) annexed the Sorbonne on May
r 3. The student protests. mainly targeted at the conservative govern-
ment and against an obsolere educational system, infiltrated orher sec-
tors of French society as factory workers and farmers answered the call,
and precipitated large national strikes. Vhat had unobrrusively started
as a local and constrained demonstration escalated to paralyze a nalton
(close to nine million workers went on strike). On May 27, following
an entire month of intense and difficult negotiarions, the Agreements
of Grenelle were finally signed by Premier Georges Pompidou granting
trade-union organizations improved wages and working conditions and
a modernized restructuring of rhe French education system, among
other reforms. Throughout rhe crisis, de Gaulle seemed powerless and
revealed at several public occasions his inability to tackle the cnsrs.
Unable to comprehend its nature, he clandestinely flew by helicopter
to \West Germany to confer with French army commander General
Jacques Massu about possible strategies for dealing with a hypotheti-
cally threatening insurrection. If not entirely destabilized, de Gaulle's
government was undeniably weakened (alrhough successful during rhe
June r968 legislative elecrion), which consequenrly precipitated his re-
tirement. De Gaulle's successor) right-wing moderate Georges Pompi-
dou, also a Gaullist, was elecred president in June 1969-

During these diflicult years of transition, the French film industry
was far from being absent from currenr affairs. In addition to state
censorship, moral, political, and self-censorship prevented references to
the war in Algeria, leaving the nation deeply divided into two equally
disheartened sides. Unlike the war in Indochina, where only a profes-
sional army was senr to 6ght, the draft involved almosr rwo million
young Frenchmen in Algeria, consequently drawing greater negative
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public opinion and concern. In this particular emotional climate, and

as paradoxical as it may seem, French cinema of the late r9;os and

early r96os could not provide criticisms or eloquent commentaries on
rhe dramatic events that involved the daily horrors of war, such as the

practice of torture in the French army and many FLN (Front de
libdration nationale) prisoners who were condemned to death in French

prisons. Among the few filmmakers who bucked censorship was Jean-
Luc Godard, who shot The Litth Soldia (Le petit roldat, 196o), Godard
had expected the film to be released in the fall of 196o, bur French
censors prohibited its release because ofits nr. nelous indirect allusrons
to the events in Algeria,a especially the references to tonure. The film
was finally screened after the conclusion of the conflict in 1963. The
noriceable absence of political commitment by French artists was par-
ticularly evident when confronted with the siruarion in Algeria. Ironi-

cally enough, one of the most important historical authentications
adapted to the screen was diremed by an Italian director, Gillo Ponte-

corvo, in Tbe Battle of Algier: (La bataille lAlga, ry6), which por-

trayed in a vivid documentary style rhe struggle of the FLN against
French paratroopers in Algiers. Prohibited for obvious political reasons,
the film was finally released in France h r9j2, ten years after the
independence of Algeria.

It seems evident that the Algerian war caused a deep scar in the
French psyche with no remedial healing process throughout the r96os.
During these poisoned years, countless young artists and intellectuals
began to raise their voices in protest against the wat, the result of
which was already known to be a failute. On September 5, 196o, they
organized a manifesto including the names of rz r personalities. Call-
ing for civil disobedience, and instigating a national refusal ro "wage

war against the Algerian people" as well as a demand for Algerian
inde.pendence, the document, baptized, L'appel det rzr, was signed by
some of the most prominenr actors of the time (Simone Signoret and
Alain Cuny), directors (Alain Resnais, Alain Robbe-Grillet, Claude
lanzmann, Claude Sautet and FranEois Truffaut), novelists (Nathalie

Sarraute, Edouard Glissant, Marguerite Duras, Simone de Beauvoir,
and Andr6 Breton), and philosophers (Jean-Paul Sartre), making his-
tory despite the timid parricipation of the directors of the noattelle uague
(New N(ave).

In the arts, the r96os are remembered for an explosion of new
values and radical changes in clear contrast with the ubiquitous classi-
cism of the postwar era. N(hereas French intellectuals achieved original
contributions to almost every field of the social sciences and humani-
ties, French culture preserved its distinctive disposition as it attempted
to withstand the powerful transatlantic competition coming from the

United States. In literature and philosophy, Existentialism was slowly
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supplanred by a new intellectual trend identifred as structuralism led
by Jacques Derrida, Jacques Lacan, Roland Barthes, and Michel Fou-
cault. In 1964, the Nobel Prize in litetature was awarded to Jean-Paul
Sartre, but, to the world's astonishment, the philosopher refused it,
claiming that becoming a Nobel recipient compromised his intellec-
tual integrity as a writer. Inspired in part by the thesis of anthropolo-
gist Claude L6vi-Strauss, the adepts of structuralist discourse
underlined the existence of "deep structures" at the basis of all human
cultures subsisting through the course of time, which, unlike the
Exisrenrialists, were nor much affected by historical transformation
and even less by human resourcefulness.

The face of western Europe changed quickly with the emergence of
new enrertainmenr avenues. At the beginning of this evolution in the
film and entertainment industries, many American jazz musicrans,
often underappreciated in the United States, flourished in European
clubs. \7ith them, America brought many of its popular myths to
France, such as actoff James Dean, Marilyn Monroe, and Marlon
Brando, as well as rock'n'roll. Along with the traditional cinema,
new possibilities came along for leisure, as the use of the automobile
was no longer a sure sign of opulence for a select few. In addition, the
increasing presence of TVs and stereos in almost every home-at least
by the end of the decade became a major cultural and economic
facror of the r96os. The trend iniriated in the late r95os intensilied
to become an increasing challenge for the French filrn industry: 196o
was the first year ro see more than a million relevision sets in homes-
The development of television's broadcasting capability as well as its
growing communication scope also contributed to the widespread
change all over the nation. Unlike television in the United States, the
powerful and conservarive ORTF (Office de radio-t€l6vision fiangaise),
created in 1964, was endowed with a strong state monopoly, and was
able to exert power on the medium's panorama until the state-
controlled networks were split into several companies-eventually be-
coming separate private and public entities-in 1982. As a result, the
film industry had to face a growing negotiating pow€r from television
producers, who were more and more in a position to open doors for
filmmakers. Unlike American studios, which rapidly absorbed televr-
sion studios, and thus controlled TV's growth, the French film indus-
try was no longer fully independent. A more "noninterventionist"

television slowly began to play an increasingly influential role in cul-
tural life, as new approaches toward problematic or taboo themes, like
open sexuality and even brand-new types of subject matter, were
envisased.
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THE SIGNS OF CHANGE: LOUIS MALLE

Although successful at the box of6ce, many older directors such as

Marcel Carn6, Claude Aurant-lara, Reni Cl6ment, Ren€ Clair, Henn-

Georges Clouzot, Christian-Jaque, and Henri Verneuil remained un-

changed in their approach to cinema. Increasingly, the younger French

frlm press ctiticized them for their lack of cinematographic innova-

tions. Only a few skilled filmmakers, such as Robert Bresson, Jacques
Becker, and Jacques Tati, were able to stand aPaft from the old-school

group, not by the number of their productions but rather by the high

qualiry of the few films they produced. Most of the leaders among

French uctors of the postwar era were now middle-aged (]ean Gabin,

Fernandel, Bourvil, Danielle Darrieux, and MichEle Morgan), leaviog

a serious gap between them and a younger audience. One of the rare

examples of celebrared youth that could have reiuvenated the l96os

generation disappeared with the unexpected death of G6rard Philipe

in 1959. A whole new generation of actors was long awaited.

The new trend in lilmmaking initiated by the critics-turned-

directors genetation suggested a more "unsophisticared" technique

generally predisposed toward the documentary aspect of filmmaking.

ihe aim of wh.ich was to establish an implicit (rarher than unambigu-

ous) unadulterated narrative. One of the 6rst filmmakers of the French

posrwar era to delineate the new approach was Jean-Pierre Melville. In

hir t947 directing del>wt, Tbe Silexce of tbe Sea (Le silence dc la na),

Melville used a drasrically different approach \X/ith a minuscule bud-

get, unknown actors, and limited crew, he is considered the forerunner

of independent cinema as well as one of the spiritual fathers of the

New \(/a,oe. Melville's theories on location shooting and sman use of

budget and actors foreshadowed the renewal brought by the New

\(ave ten years later. With Bob the Ganbler (Bob le /kmbeur' t951).

Melville finally revealed the impending breakthrough, by amalgamar-

ing American-style frlm noir with documentary-liction plot through

an unconditional realism. His contribution was "compassionately" rec-

ognized when he appared as Parvulesco, a world-renowned novelist

interviewed by Patricia Franchini (Jean Seberg) in Jean-Luc Godatd's

Breathlets (A baat de souffle, 1959), which recognized his prestige among

the emerging young directors of the New Vave. Melville launched

the careet of fi,rrure cinematographer and collaboratot Henri DecaE

(r9r5-82), one of the most prominent cinematographers in French

cinema, who, although often solicited by commercially inclined direc-

tors, was also frequently conrracted by many New'Wave fllmmakers

because of his technical expertise in fluid panning and tracking shots

Deca€ contributed to the production of more rhan seventy films, in-

cludins Melville's Le silence de la mer, Bob tbe Gamble4 The Samutai (Le
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santourai'r r96j), anl Tbe Strange Ones (Les enfantt tenibles, t95o); Louis
Malle's Eleuator to tbe Gallaws (Atcenteur pour l'6cbafaud, t 958) and Tbe
Louas (Les amdn^, r9j8)1, Claude Chabrol's The Cousins (Let coasins,
1959), Bitter Reuxion (l* beau Serge, ry19), and Tbe Girk (La bonnes

fwna, ry6o); FranEois Truffaut's The Four Huxclred Blaus (Let quatre
cerxtt coupt, r9t9); Ren6 Cl6ment's Purple Naox; Henri Verneuil's 7/e
Sicilian Clan (Le clan det Sicilienl ry69); G6rard Oury's Tbe Sucker! (Le
comiaud, 1964), Delusiau of Grandew (La falie da grandeun. t97t), The
Vengeaxce of tbe lYinged SeQert (L"4 lengeance d yrpent d plamet, 1984),
and Tbe Adaenturet af Rabbi Janb (Ler axlentulet de Rablti Jacob, ry1);
and Claude Ztdl's Insputor la BaN)ure (lmpectear la bawre, r98o).

Another significant cinematographer, Raoul Coutard (b. r9a4),
served in many nouaelle aagae producttons. He was known ro operate
promptly, especially on rhe low-budget 6lms of the New l7ave, and
preferred rhe spontaneous mobility of a handheld camera to the cum-
bersome powerful pieces of traditional equipmenr. Because of his own
idiosyncratic visual style (using faster film stock that required less
Iighr), Coutard can be labeled one of France's most innovative cine-
matographers of all time. Generally underestimared when compared to
the work of filmmakers, the cinematographers' contriburions often
match those of the film auteurs in significance. Using sharp crearlvrry
and intuition for exact framing, camera angles and movements, scene
composition, and integration of special effecrs, Coutard's trademark
technique profoundly marked the French New \7ave with his owrr re-
creation of the spirit of the times. His most imporrant iilms included
art direction for Godard's Breathless, A t{y'oman Is a rVam,an (LIne {erune
ett une lenne. r<16r7, The Little Saldier. CaRt,npr tLe niprir. r96\1, Craz)
Pete (Pienot le foa. ry65), and First Name: Carnen (Pr6tom Carrneu,
1984); Frangois Truffaut's Shoot tbe Piano Playa (Tirez sur le piaxztte,
ry6o),Julet andJiru (lules x Jin, r96t), Laae at Tuenty (L'anout ) uirgt
ans, 196z), and Tbe Bride Vore BlacA (l,a mariy'e 6tait en noir, rgo11;
Jean Rouch's Chronicle of a Sunmer (Chronique dun /t/, t96o); Cosra-
Gavras's Z (2, 196) and Tbe Confation (L'atea, t97o); Pierre Schoen-
doerffer's Drummer-Crab (Le crcbe+ambou, 1977); Richard Dembo's
Dangerous Mwu (La diagonale clw fou, r984); and Philippe Garrel's r996
The Pba rom Heart (Le coeur fant6me).

In addition to these key technicians, it is worth mentioning the
contriburion to the emerging Frencb New .Wave of filmmakeiJean
Rouch, (b. 19r7) who, along with Jean-Pierre Melville, directly influ-
enced cinematographers' use of handheld cameras. Rouch was one of
the first directors to employ the newly developed lightweight handhetd
cametas with direct recording and natural lighting. This so-called
cin€na. v1rit1 is characterized in rwo ways. First, there is the capruring
of reality through the cinematographic medium, rhereby avoiding
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conventional documentary journalism. Second, cin6ma verit6 makes

noninterventionist use of interviews in films. Unlike the traditional

documentary, in which the images and sound were recorded simulta-

neously, the new approach suggested the predominance of the otal text

as the starting point, and recorded conversations prior to the acrual

shooting. Ad hoc footage was regularly recorded, showing evidence of

the technical malleability of the latest television handheld cameras in

combination with the use of post-synchronization for dialogue As a

result, the films usually gave a striking effect of realism combined

with an evident ethnographic background. At first criticized for lack-

ing artistic interpretation and favoring a journalisric approach to im-

ages, the cin6ma vdrit6, or "direcr cinema," of Jean Rouch (who

directed over one hundred films) unpredictably influenced other film-

makers of documentary chtonicles.
Film historians have often neglected to credit the quinressential

influence of the Italian neorealist style, in conjunction with the British
"free" documentaries, without which French cindma v6rit6 may not

have inspired so many future young filmmakers to enter the field. For

rhis new trend, the expressive force was also to be found behind the

carnera as these filmmakers involved poetic energy as much as others

did with 6ction. Ovedooked by popular audiences due to its journal-

istic visual format tather than imaginative fiction, cin6ma verit€ intro-

duced a pioneering style to documentary cinematography. The most

important achievements were Rouch's Mo| un noir (1957), which

earned the Prix Louis Delluc in t958, Cbronicle of a Sumrter, and Chris

Matker's k joli nai (tg6z).

Often associated with the French New \Cave movement, Louis

Malle (r932-95), whose 61m performances were considered tangential

and not seminal to the emerging trend, maintained a rather atyPical

and personal place within French cinema of the late r95os. After some

studies at the Sorbonne and IDHEC (Institut des hautes 6tudes cini-

matographiques), Malle worked as a camelaman with Robert Bresson

in A lllan Evaped (un candamni mort s'e$ ichaqqd, t9r6) and co-directed

Jacques-Yves Cousteau's undersea documentaty The Silent rVorld (Le

nonde du silence, r956). This experiment with Cousteau proved pivotal

for his career, since the Iilm not only won rhe Palme d'or at the Cannes

Film Festival but also, a year larer, Malle achieved his 6rst long feature

film, Eleuator t0 tbe Galbut (Ascenreur paar lhhafaud, 1957; Prix Louis

Delluc in 1957). Following the success of his first psychological

thriller, Malle d.irected The Lnen (Let amants, r958), which established

Jeanne Moreau as the emerging female star of French film (along with

Brigitte Bardot). At the time of its release, The Lwers was a graphic

sex-ual experience that explored the sensually explicit, erotic world of a

frustrared upper-class housewife who realizes the futility of her bour-
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geois existence, and as a result indulges in an extramarital affair with
a last-minute encounter) only to leave both her husband and suiror.
The unambiguous love scenes, tracked with clever timing, revealed the
young director's impulsive managemenr of erotic themes. In the
United States, Tbe Lotters was severely criticized by lilm reviewers
and censored for its unequivocal love scenes (apparently too far
ahead of tbeir time). From rhar rime on, Malle's versarile yet marginal
lilmmaking seldom received the same critical attention as his New
\7ave peers.

As usual with Malle's versatility, his next lilm was radically different
in tone and gente. Zazie dans le rnltro. (Zazie dans le u{tro, 196o) s an
effervescent comic tale in which a young girl plans to travel on the
Parisian subway. Moving roward more difficult subject matter, such as
The Fire Vithix (Le feu fallet. t963), a forlorn yet influential investiga-
tion of an author on the brink of suicide. an<l Lacambe Lucien (Laconbe
Lucien. ry74), a contentious portrayal of collaboration, resisrance, and
childhood corruption during the Occupation, Malle progressively dis-
tanced himself from rhe circles around the Cahiers du cindna. The
following decade was the beginning of the second chapter of his career,
as he continued to direct feature films in America such as Pretty Baby
(1978), a narrative abour a photographer and a preteenage prostirure
(interpreted by Brooke Shields in her first major role), and Atlantic
City (Atlantic Cit!. r98o). In the late r98os, Malle made a successful
comeback in France wirh At retoir, ta enfanx (r987), an autobiograph-
ical account of childhood and solidarity during the tracking ofJews of
France through Vodd War II, followed lry May Fools (Milou en Ma|
1989), a cheerful and sardonic comedy whose main point of interest
illustrated the bourgeois sense of self-righteousness during the 1968
events in France. Malle married American acrress Candice Bersen and
died in 1995 at his home in Beverly Hil ls. following his direction of
two more American rrlovies:. Damage (1992) and Vanla on qznd Street
(1994), an adaptation of Anton Chekhov's play Uncle Varya.

In Eleuator ta the Galluat. Malle imposed a new aesrhetic on film
noir by combining the visual liveliness of cinematographer Flenri
DecaE with a melancholic yet highly energized musical score by the
tenowned jazz musician Miles Davis. Faithful to his passion for;azz,
Malle asked Davis and his quintet to improvise the sound track of the
film. This inspired a trendy edge that gave the film a more enlightened
and modern countennnce when compared with eadier examples of film
noir- Alrhough disclosing its noir heritage with its numerous formulaic
outlines (Billy WiIder's t944 Dorble Indemxity and Tay Garnett's r946
The Postman A/wayt Rings Ttuicd), Eleuator to the Gallou was a unique
allegory of a period in transition, the end of the r95os and the
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beginning of a rrew era, an innoyative look just before the advent of a

ne,,v cinema.
The story line of the movie, a rather formulaic outline for Malle's

first feature film, begins with a classic plot. Julien Tavernier (Maurice

Ronet), an ex-paratrooPer officer and veteran of colonial wars in Indo-

china and Algeria now wotking for a munitions corPoration, Plans to

murder, with the help of his mistress, Florence Carala (Jeanne Mo-

reau),t her rich and tyrannical husband, Simon Carala (Jean \ifall) the

owner of the company. After climbing up to the balcony to enter the

boss's office unnoticed, Julien takes Carala's gun, shoots him, and

leaves a note to insinuate suicide. He soon begins to encounter a series

of complications as he realizes once outside rhe office building that he

left behind the hook dangling from the balcony, which allowed him

to scale the wall outside Carala's of6ce. He rushes back inside only to

ger stuck in the elevator while the janitor of the building rurns off rhe

electricity for the weekend. Over the next few hours, Julien rries

desperately to escape and finally, despite the dangerous situation, man-

agei to e*it using the elevator. Meanwhile, Louis (Georges Poujoulyt'

and V€ronique (Yori Bertin), an idle young couple in search of adven-

ture, steal his luxurious convertible car, which was parked downstarts.

Florence, who happens to see the car driving by, mistakes Louis for

Julien. Bewildered, she hopelessly wanders around rown fearing the

worst. Using Julien's identity, the young couple decide to spend the

night under his name in a suburban motel, where they meet wealrhy

German tourists. Invited for a drink, Louis and V6ronique take pho-

tographs with Julien's miniature camera and give the roll of film to be

developed and printed to the same motel. Sensing some suspicion on

their new acquaintances' Pafi, they decide to run away in their sports

car. As they start the engine in the garage, Louis and V6ronique ger

caught by the German tourists but retaliate by gunning rhem down

using a revolver they find in Julien's glove compafiment. Tbey 80 on

the run. Florence, who waited all night for Julien, first believes that

Julien changed his mind for another woman as she remembers the car

with V6ronique. A few hours later, Julien's picrure appears on the

front page of the Parisian newspapers as the prime suspect in the motel

murd;rs. Arrested shortly after, Julien is charged wirh the murder of

the Gefman couple. Florence, who traces the young couple, investi-

gates the morel and linds them with the help of the film from Julien s

camera. Inspector Ch6rier (Lino Ventura) waits in a dark room and

arrests Louis. Unfortunately, the roll of film also has previous pictures

of Florence and Julien taken in happier times, which present the

necessary indication of the plan to murder her husband. Ironically,

Florence, who manages to track down the real murdeters and gain the
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specifics necessary ro clear Julien, inadvertently incriminates him in
the murder of her husband.

The transformation of the old French political and cultural d6cor of
the late r95os, including the burgeoning of decolonization and mod-
ernization, is explicitly shown in the 6lm, as Robin Buss describes:

Many hetoes of classic flm noir (who are in conventional terms villains)
seem to be trying to escape from an over-regulated society toward more
primitive times; their rule is the survival of the fittesr (and consc-
quently, the elimination of the unfit); and it is oor only the lefr that
despises the bourgeoisie. In this sense, lilm noir may become a sorr of
urban !(/esrern, with an underlying nostalgia for a myrhical past. Ju-
lien, rn Arenteut pazr I'icbafaud, is applying rhe simple morality that he
has learned in the juogles of Indochina to the concrere jungle of con-
temporary Paris, and his defeat by fate can almost be seen as tragic, as
well as just.r

It is also norewothy to remark that the characterization ofJulien
and Florence is explored with depth; rhey are persuasively depicted as
victims rather than murderers. Jeanne Moreau would soon become one
of the favorites of other New lTave directors, especially Frangois Truf-
faut- \Without ever fully endorsing their sryle, Moreau's acting talent
was particulady well exploited in Malle's film, as her apprehension
during the eady morfling search in the srreets o[ rhe capir;1, while her
lover is trapped in the elevator, remains one of the mosr charactens c
suspense scenes in all of French film.

LES CAHIERS DU CINEMA AND THE AUTEUR
THEORY

In r95r, Jacques Doniol-Valcroze (t9zo-89) and Andr6 Bazin (t9 Lc.-
58), along with a group of young film critics, most of whom were
under thirty at the rime, founded ler cabien dL cin6na, which qluickly
became the major reference for French lilm studies. Initially inspired
by Alexandre Astruc's8 concept ofcrzmerastylo (ctnema. as an autonomous
language, with the author "wriring" with a camera), the review d!
r.ulged new standards for French cinema and limited its esteem ro a
few o.ld-school film directors such as John Ford, Alfred Hitchcock,
Howard Hawks, Orson \Celles, Fritz Lang, Nicholas Ray, Billy \Zil-
der, and Luchino Visconri-ironically, most of them working within
scudio sysrems making genre picrures. Throughour rhe diflerenr cine-
matic cufr€nts of the twentieth century, French filmmaking had always
profited from its inherent resourcefi.rlness to deepen its connection with
the public: interacrive storyrelling, montage, an identifiable approach
to divulging a naffative's intrigue, the interaction of plor, black-and-
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white aesthetics, and so forth. In its quest for constant renewal, the
young French cinema indirectly reproached Hollywood's long-
established narratives and restricted story line subterfuges. Narratives,
necessarily unsophisticated, were to satisfy spectators and produce an
impression of cerebral control and visual omniscience via an unchallen-
ged mind. As for French inspirational models, only a few directors
stimulated the new school; rh€ austere classicism of Robert Bresson
with A Man Escaped, the "absurd" comedy of Jacques Tari (r9o8-82)

with Moxtieur Hulot': Holiday (I*s tacances de Mr. Halat, 1953), aod My

Uncle (Mon ancle, t958), and the eady works ofJean Renoir with Zozl
(tgl/, The Louer Depths (Lu bas-fonds, ry35), Grand llluion, and. The

Rulu of the Game.
In the eady r95os, rhis unrested inclination for a new filmic lan-

guage was at first more a tribte to cix4pbilie than an actual film theory
itsell Later, in January r9j4, a young critic named Frangois Ttuffaut
made history when Les cahiert du cindrna pwb,lished his article in volume

3r, entitled "ljne certaine rendance du cin6ma frangais."e It attacked
the old guard of French film directots, such as Jean Delannoy and

Claude Autant-Lara, and scenarists Jean Aurenche and Pierre Bost,
along with their "fossilized" production system, the predominance of
scriptwriters, the lack of imagination, the theatrical concept of cine-
matic discourse, marerial comfort, and dependence on commetcial
success. For Truffaur, the old-fashioned conceprs of literary adaptation
were no longer functioning: "Ordinarily, Aurenche and Bost adapt
novels by rurning them into theater pieces rather than screenplays,
using srandard dramatic procedures; cuts and summaries, ellipses,
three acts, ingenious flashbacks, commentaries, etc."'" As for the rest
of the group-Eric Rohmer, Claude Chabrol, Jean-luc Godard,

Jacques Rivette, and others-young directors were to offer a new look
on filmmaking and especially at scenario with a fluid filmic narratron
inspired from their own personal reading and not the same old literary
canons. In addirion to the authors' radically new subject matter, the
techniques were meant to turn their back on the traditional use and
abuse of srudio shooting, its almost motionl€ss camera movement, and
traditional cb dn\ - czn trecbampJ (shots-counrershots).

'fhe 
Cahieris unique spirit of collecrive encouragement, which aIIe-

viated obstacles of future productions, challenged established conven-
tions, and frction no longer appeared ro have a privileged place rn
litetary culture (although literary cinema was still the bottom line of
the Cahiers). In addition, the N€w \7ave directors' expenise in film
theory and criticism during the r95os was a decisive advantage in
their battle against traditional cinema. A year later, in 1912, another
infuential review called Po:itif was founded in Lyon. A battle of
concepts was waged between the two magazines, which conveyed tad-
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ically different ideas, content versus form. What was reproached in the
Cabiert was a recurlent obscurantism, a rendency to promote some
minor films in an intellectual manner (often calling their competitors
les enfants du paradigmu). This obscurantism became even more chal-
lenging in the r96os with the coming of new critics like Christian
Metz, who "grandfathered" semiology in 6lm studies. Interestingly
enough, all the critics were assiduous members of the CindmathEque
fiangaise, an institution founded by Henri Langlois (r9r4-77) in 1936
and considered by international 6lm historians a monument to ciniphi-
lie and the most impoftant frlm archive in the world. This private
institution, whose main objecrive was to assisr 6lmmakers who came
ro find their inspiration, idols, models, and firture projects, also orga-
nized within its walls the information and critical reflection on film
studies as well as encouraged the distribution of lesser known films.
To date, its archives hold over forry thousand films, fifreen rhousand
scenarios and other manuscripts, two million stills, and several hun-
dred costumes. In addition, the Cin6mathique frangaise edits and
publishes manuscripts, biographies, studies on critical theory, and rare
cinemarographic documents.

Long before the advent of the Cahias da cindru's promotion of
authorism, French cinema had always celebrated groundbreaking au-
thors who expressed a literary penchant for analysis rather than action,
respecting a theatrical, or even Romanesque tradition for their study
of custom. S(hile observing human souls and passions through the
motion of their cameras and the network of light, which depended
directly from their personal choice, French directors have always taken
advantage of rhe free will they were given to represent in their char-
acters the world in which the plor evolved. Champions of individual
creativity (first-person narration rhrough rhe lens of the camera), Rob-
ert Bresson, certainly one the most srudied and celebrated film authors,
as well as filmmakers Abel Gance, Jean Renoir, and Jean Vigo were
the real inspiration not only for the young direcrors of rhe r96os but
also for more current artists such as Claude Sautet. Andr6 T6chin6. and
Errc Zonca. Regarded as unsuitable in the context of commercial
cinema, the notion of the auteur was first officially claimed in Andr6
Bazin's theories of the early r95os. He promoted the idea that drrec-
tors, who watched over all written, sound, and visual fundamentals of
the film, were now to be measured rnore in term of "author" of rhe
film and not, for instance, the screenwriter or textual author. Such
elemenrary visual constituents as camera motions, liShting, and pho-
tography, rather than traditional story line, communicated from now
on the profound implications of the 61m.

In the category of auteur one can include Alain Resnais, Agnis
Varda, Chris Marker, Alain Robbe-Grillet, and Marguerite Duras,
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arnong many others. Unlike rhe Cahiert da dndna and the New \fave

directors, the so-called Rive Gauche (Left Bank) group indirectly in-

spired the political and social upheavals of May 1968 as it enthused

the culture of French cinema and its intellectual content from the late

rg5os until the end of the next decade." Generally older rhan the

New Wave neophytes, members of the aureur movement were already

either successful novelists (Duras, Robbe-Grillet) or collabotators of

the renowned Editions du Seuil. Often labeled cin{ates rite gauche fot

their atrachment to an intellectual and literary background, these

insurgent filmmakers remained faithful to a long literary tradition ln

which novelists expressed their inclination for the seventh art. Al-

though the young crirics and commentators of the Cabius sharcd a

similar conviction in rhe future of French cinema, several key dissen-

sions occurred on a theoretical level. Unlike the New Wave cinema,

the auteur theory did not advocate or promPt a severe fracture with

the past, nor did it take inspiration from foreign cinema (Hollywood

films, for instance). Instead, it took its narratives directly from the

eclectic concept of the arts as well as the mental and intellectual

processes of French literature. In a certain way, the niise-en-scEne

became "mise-en-phrase."" Just |ike the Cahiert du cinfima gtortp, these

filmmakers were categorized as auteurs because of the characteristic
rhemes that could be regulady distinguished throughout the essence

of their filmic language. Through their choice of a literary scenariu
(alrhough opposed to the traditional literary adaptations), the gtoule

riae gauche pared the way for a conversion of lilm studies into a field as

esteemed as any other academic field in the arts.
But the real innovation of the auteurs lay in their theory on montage

(mainly a denunciation of temporal continuity), rather than a direct

intervention of the director's intellecr, which best illustrated irs radical

change for visual input (absence of the use of wipes or traditional

filmic punctuation, juxtaposition of contradicting shots, and so forth).

The revolutionary "editing" point of view broke new ground with its

visual discontinuity, spatial-temporal ellipses, and the absence of logi-

cal connections, thus indirecrly reminding the audience of the inevi-

tabitity of an active spectatorship. For the promoters of authorism, the

new concept of editing was to differentiate cinema from traditional

frlmed epics, and, in general, the conventional Hollywood linear nar-

rative. According to them, film authors had to manipulate the actors'

presence as a basic material, which, once assembled in a nonlogical

order, could eventually trigger many unusual dramatic effects

Therefore, what the new concept implied was a substitution of the

editing process with a more important fi.rnction given to camera posi-

tioning and movement, and consequently suggested the eradicarion of

montage aesthetics with its accurate and undetectable cutting, and of a
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Holll'woodian concern for emotional stability. The room for improvi-
sation on the set was exrremely Iimited among the auteurs and con-
trasted wirh the Ioose approach favored by the New \(ave.
Consequently, the mise-en-scEne process became more and more inrri-
cate as director-authors endeayored to translate thought, memory,
oblivion, and imaginary and psychological processes into the medium.

THE EMERGENCE OF THE NEW \WAVX: CLAUDE
CHABROL, FRANEOIS TRUFFAUT, ALAIN RESNAIS,
JEAN-LUC GODARD. AND AGNES VARDA

The first grear surge of change in French cinema took place with rhe
New rVave, rvhich swept across rhe industry, eventually engendering
an emotional impact even on the seemingly unshakable attitudes of
Hollywood. The term New \Vat'e is applied ro the period of French
cinema, that covers the years r9t9 to t965. However, it survived the
following decades and transcended its spectacular explosion in 1959.
Even today, many filmmakers are labeled auteurs either direcrly or
indirectly in reference to the innovarion of the late r95os. The break-
through occurred concurrently with technical advancements and favor-
able economic changes rhat deeply renewed the practice for the
pre-existing medium. The French weekly L'Exprus first came up with
the phrase nouuelle tague in the eady r96os, correlating to a genera-
tion of young arrists and critics to whom France looked for renewed
energy and innovative ideas. \What unveiled in these last years of the
decade-and to this day still stands as rhe last period of revolutionary
q1s21ien-$/a5 a radical split that ushered in a mythical cinemato-
graphic battleground. The realisric approach of the French New Nfave
and its constant obsession to render a rrurhful version of liction ('rrrr-
mediate truth") ought not to be confused with the Italian neorealist
movement of the r94os, which did not include inherent romanesque
elements.' l

A common fascination for American cinema was clearly displayed
among the majority of young French directors for its prestige as an
inventive national cinema, its predilection for locarion shooting, and
its constant genius in attracting young, new talent (although simulta-
neously against the genre convention and the rigid distinction between
styles). In opposition ro the old school of French cinema, trapped in
rhe literary-dominated cinematographic tradition of the adaptation,
new directors advocated freer structures, more innovative subject mat-
ter, and an immediate emancipation from the predominance of scrrpt-
writers rhat was long overdue.'a Although lacking aesthetic cohesion
in the late r9jos, an exceptional visual currenr seemed to conoect rhe
young creators during the early t96os, a sort of common thought with
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similar preoccupations and sensitivity toward contemporary situations,

narated through personal rhemes and an ostentatious subjectiviry'

making the spectators not passive participants implicated only emo-

tionally, but an active force, analytically assuming the film's sequences.

In the beginning, the core group of French New lTave filmmakers

supported each other, resulting in the growth of a collective use of

cinematic stmcture, style, and Ianguage that would make their work

easily identifiable. A reexamination of the rules of this so-called filmrc

grammar was the primary step New lVave directors took toward a
"new cinema-" The aurhors narrating rheir story meant that they knew

fully about it (from a personal viewpoint) and used actors whose Lves

were closely connected to the liction they embodied ln orher words,

New lVave directors talked about themselves. Being rarely engaged

politically and socially on the screen, many contemPorary cntrcs re-

proached New N7ave filmmakers for turning their backs on political

cinema or systematically avoiding religious subject matter' The story

lines typically began within or against a realistic background before

evolving toward fiction documentary, the thriller, or the fantastic, and

they usually developed an emblematic narration mode free from regu-

lations and spatial-remporal cohesion. The use of interior monologues

emphasizing the lirst-person point of view and unstated resPonses to

questions was also frequent and added to a sense of art-for-art's sake.

Existentialism as developed by Jean-Paul Sarue and Albert Camus,

was one of the key inspirations for the themes of French New Vave

since it emphasized the importance of free will and the absurdity of

human existence in its rational attempt to comprehend the wodd.

Many characters in French New \(/ave movies were frequenrly outcasts,

antiheroes, and loners (Antoine Doinel in The Faur Handrecl B/tus and

Michel Poiccard in Breatblest, fot example), living according to a carpe

diem itinerary and performing according to their own intuition rather

than a role attributed by society (or, for that matter, the film director)

\fith the breakthroughs in the expression of physical love and the

explicit contemplation of sexuality as an acceptable subiect matter,

new characters developed into a representation of "modern romanti-

cism'' with the reverence of nature and its use of outdoor Iocation

shootinS."
On a technical level, French New 'Wave was piedominantly artistt-

cally oriented lilmmaking rvith countless improvisarions and other

artistic directional features, which in the long run clearly differentiated

the movement frcm the cintma lauteart. Because of its rapid inrerna-

tional success, many filmmakers and producers, already battling com-

petition and eager to recover a young audience, criticized the elements

of the new cinema, using the phrase nouuelle t ague in such a derogatory

way as to designate a simplistic cinematic charactet, undaunted edit-
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ing, and artistic carelessness. In fact, in conrfasr ro the heavy style of
traditional filmmaking and its ostentarious technique, New !7ave no
longer used well-defined photography that left room for free stylistic
considerations based on intuition and nature. as. for instance. the
famous use of freeze frames in Truffaut's The Four Huwlred Blaws (the
frnal shot being singled out in post-producion). Jump cuts were
frequently used to ease monrage difliculties, which dramatically in-
creased the number of shots in a film. The methods used by young
directots were unheard of to this point. It was indeed their deliberate
choice to combine practical necessity with strong professional and
artistic conviction rhat made almosr all of them establish their movre
careers in a climate in which there was no room for mistake.

Most cinematographic innovations had to allow the specrator, for
main purpose and effect, to feel the presence of the filmmaker behind
the camera and no longer consume the "visual product" from a dis-
tance. The technical improvements of location shooting allowed auda-
cious cinemarographers ro experiment with exterior shots using natural
lighting.'6 Since new cameras were more silent, they allowed high-
quality direct sound and recording." This new technique was also
signilicantly less expensive than the traditional heavy equipment of
the film studios. As for extras, directors often used their own crew,
friends, ot anyone willing ro participate for almost no remuneration;
even the actors themselves were sometimes hired on a deferred-
remuneration basis. These economic and artistic alternatives-smaller
budgets, smaller crews, nonprofessional or untrained actors, shorter
shooting time (for instance, Jean-Luc Godard's Breatbless was com-
pleted in just four weeks: August r7 September r5, 1959), l ight-
weight equipment, natural background with natural lighting
drastically lowered production cosrs and thereby allowed directors to
improve rheir often antagonistic relations with rheir own producers.
The minimization of costs encoutaged film invesrors to venture on
contracting beginners, or even at times anonymous arrists, as the min-
imalism of technical resources and financial elemenrs sranted the
young filmmakers an uncondirional command over every facet of rhe
creatrve pfocess.

From a historical viewpoint, ir is hardly arguable to asserr that rhe
impacr of French New $Vave on cinematographic history quickly mod-
ernized international filmmaking as no other national current, leavurg
a choice between fiction-film and essay-film for anorher generalon.
From a commercial point of view, the accomplishment of the new
cinema rriggered an upsurge of fresh talent inside the French film
industry until the r96os, as myriads of young neophytes finally directed
Iow-budger independent lilms. Although never officially classified as a
cinematographic movemenr, the French New \7ave inspired everlast-
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ing acadernic as well as nonacademic debates about the essence of

modern cinema and conciliated the endless dilemma between commer-

cial and artistic lilmmaking as it proved that artistic films could

survive at the box office.
In the r95os, making a lirst movie without prior training on the

set of a major motion picture director was almost impossible. The

postwar era, known for its spitit of conrinuity in artistic as well as

icono-ic achievements (see chapter 4), never put the organization of

its structures into perspective. The way to access the cinematographic

profession (from set operator and cinematographer to film director)

remained practically unchanged since rhe r93os (with the exception of

the four years of Occupation). Each year, only a handful of new direc-

tors could make it to the top. But for those select few, rhe road was

rife with ambushes. As a result of the long training petiod, which in

some cases took more rhen a decade, young filmmakers' dimension for

creativiry or vision for change remained dramatically reduced, locked

up in an artistically stagnant industry, concerned with the popular

audiences' demands. And whar the popular spectatorship primarily

enjoyed was France's biggest rnovie stars, acring within a perfecr

scenario, containing a tight and memorable dialogue. Consequently,

the "critic-turned-directors" unmistakably understood that trying to

beat the system from within was doomed to failure and quickly worked

their way outside the traditional path, evenrually reintegrating it with

significant experience on their r6sum6. But not all young direcrors of

the New ITave were beginners, Some filmmakers already had prior

experience, such as Alain Resnais, Chris Marker, Jean Rouch, Georges

Fran ju .  and Pter re  Kasr .
Then came the year 1959, which turned into the moment ot reve-

lation. Claude Chabrol (b. r93o), first among the grouP to secure

triumph with Bitter Reunion (Le beau Serge, 1958) and The Causiu (Les

causins, rc;58), received rhe Jean Vigo Prtze in t959 and the Golden

Bear at the Bedin Film Festival that sarne year. The major revelation,

however, occurred at the 1959 Cannes Film Festival with the prize for

Best Director awarded to Frangois Tntffaut for The Four Hunrlted Blu'ts'

while the Prize of the Critics went to Alain Resnais fot Hirashina, Xlon

Amour (Hiroshima, rnn armzur, r959). During that same summer, several
qther groundbreaking proiects v/ere being cornpleted, for example,

Jean-Luc Godard's Breathlex. Although successful at the box office, the

Iilms ofthe new cinema still did not sutpass the traditional commercial

productions o{ the qualiti frangalre. Most of them, however, became

bemer commercial deals since costs were lower. If one considers Cha-

brol, Truffaut, Resnais, and Godard the frrst directors of the New

I7ave, in a chronological sequence, their contributions can be grouped,

respectiyely, into different categories: Bitter Reunion and Tbe Coustns as



2 r 4 FRENCH CINEMA

the "giant step" against an old producrion system; TEe Four Huxdred
Blous, crowned by the most important film festival in the rvorld, as a
technical discovery as well as a media revelarion;' Hira iaa, Mon Amr,ur
as an intellectual renewal; and Breatblest as rhe cinematographic event
of the next decade.

At rhe r959 Cannes Film Festival, a private meering was organized
in La Napoule, garhering sevenreen directors, (Roger Vadim, Edouard
Molinaro, Marcel Camus, Jacques Rozier) Franqois Reichenbach, Fran-
gois Truffaut, Claude Chabrol, Louis Malle, Jacques Baratier, Robert
Hossein, and Jean-Luc Godard, among others) all coming from differ-
ent directions within the youn11 French cinema, each seeking under
the aegis of Jacques Doniol-Valcroze to announce publicly his own
dedication to the free spirit of the New \Vave. They also sought to
defy the lilm industry and ro find a definition of the furure 'new

cinema." Although symbolic, the temporary union did nor lasr (and
never was intended to), but it did play rhe role of a cinematographic
Magna Carta of French New Nfave, sening rhe necessary tone for the
coming decade. The movement had no preesrablished theory, but
Truffaut rapidly differenriated rhe rwo main currents in cinema, rhe
documentary (labeled the lumibre) and the ficional (the Mdlibs).

Much more rhan the firsr years of the Occupation, the early years of
the New \Vave experienced an unprecedented explosion of new talent,
Some thirty young directors constirured rhis revelation usually with a
lirst film:'* Louis Malle (Eletator to the Gallows), Jean F.ouLch (Moi, un
noir, 1958), Pierre Kast (Lore Is rX/ben Yaa llake lt/Le bel ,/ge, ry59),
Jacques Demy (Lola, t96t), Jacques Rivette (Pari: Belong: ta tl Patk
ta r 4ppartient. r96r), Eric Rohmer (Zle Slgz of tbe Leo/Le :igne du lion,
r959), and Jacques l.oziet (Adiea Philtppixe. r963). The success of rhe
New r0fal'e ar rhe r9j9 Cannes Film Festival, extolling the ever-
compelling myrh of youth for the entire decade to come, almost
undervalued the Palme d'or awarded to Marcel Camts's BlacA Orpbeut
(Or feu  NeBro . r959) .  wh ich  a lso  rece iv rd  rhe  Os.ar  fo r  Besr  Fo ie isn
P ic rure  in  r96o-

!?hen released in June 1958, Claude Chabrol's Bitter Reuniot (Le
beaa Serge, r9j8) was the lirsr feature 61m of the Cahiers gto\tp. Lt the
age of twelve, Chabrol (b. r93o) had even creared u ,irurtuh. unrl
carried out his old project to become a frlm director unril he became a
public-relations man for Twenrieth Century-Fox Studios in France. As
he learned the language of film with a sharp visual sagacity, he com-
pleted his 6rst feature film despite the fact that he was not able to
contract a deal with a distributor. (He therefore had no suarantce
that the film would be screened.) Unlike most young direcrors of the
Nerv \7ave who had to use ingenious srratagems to persuade producers
to linance rheir projects, Chabrol was not only able to produce and
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direct his first film (with the money bequearhed from his wife's fam-

ily), but also able to produce Rivette's Padr Belong ta U.r, Philippe de

Brcca's The Lote Garne (La jeux dz I'amou1 196o), and Rohmer's Zle

Sign nf tbe Leo. Once established, Chabrol exhibited an attraction for

the visual grotesque in his many films, wherein incongruitv of situa-

tion and derision of tragedy echoed a style inspired by directot Alfred

Hitchcock.
Le beau Suge tells the story of Franqois Qean-Claude Brialy), a

theology student and tuberculosis patient in convalescence who returns

to his native village of Satdent,'e locared in an isolared rural commu-

nity lost in rhe center of France. There he encounters his old childbood

friend Serge (G6rard Blain), who has become a relentless alcoholic

through the years and is trapped in a bad marriage He finds Serge in

a bar with his father-in-law, old Glaumaud, just as Serge's wife,

Yvonne (MichEle M€ritz). and her friend Marie (Bernadette Lafont)

rake them home before they collapse. FranEois is deeply disconcerted

by rhe cruelty wirh which Serge rules over bis pregnant wife, following

the premature death of their firsr child (rvho had Down syndrome). As

he attemprs to dissuade Serge from drinking, FranEois realizes that his

enterprise is doomed to failure, just as the local priest had failed years

ago. Meanwhile, Marie falls in love with the newcomer and reveals the

considerable gossip of the town. Although affected by his disease,

Frangois refuses to surrender to the dreadful circumstances He under-

stands that the true cause of Serge's sporadic follies is the remorse of

his frrst child's death. One winter's night, as Yvonne is about to give

birth alone, Frangois runs out ro iind Serge and takes him back to his

wife just in time for his son's birth. Released in Paris in February

1959, the lilm was a compelling investigation of the theme of care and

nurruring in friendship, Farticula y one that has declined with dis-

tance and time. It received national and international recognition,

before any other of the New \fave, with the Prix de la Mise en Scbne

at the Locarno Festival in 1958 and the Jean Vigo Prize the follow-

ing year.
During that same year Chabrol's second feature fim, The Coasiru'

was released starring the same actors, G6rard Blain and Jean-Claude
Brialy, who quickly became international celebrities. The story is

about Charles (G6rard Blain), a timid but earnest young bourgeois

who comes to Paris from the Provinces with high hopes of finishing

law school. Vhile staying in the lavish apartment of his rich and

rather decadent playboy cousin Paul (lean-Claude Brialy), he is con-

fronted by the feality of an overactive Partsian dalce l,ira lifestyle.

Despite his condescension toward his fellow students, Paul places

himself at the cenrer of studenr social life with his genuine aptirude

for meeting and entertaining atrractive gids and his suggestion of a
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certain sophisticarion. During the exrravagant parties organized by his
successful and charismatic cousin, Charles naively encounters love at
first sighr with Florence (juliette Mayniel). In a romantic conversarion,
he confesses his respect for women and his desire for marriage, as well
as his moral obligation ro please his morher by doing well in school.
\Tarned of rhis change in Charles by his loyal parasite friend Clovis
(Claude Cerval), Paul breaks rhe incipient romance and seduces Flor-
ence shortly afier. Inconsolable, Charles seeks refuge in Balzac novels
and the hope that the final exam will procure him redemprion. Ironr-
cally, Chades fails the bar exam, despite conscientious but gullible
efforts in his srudies, whereas Paul, rvho did not spend much time
preparing, receives his diploma. In a desperate move, Chades secretly
seizes Paul's gun and places a single bullet in it. He approaches rhe
sleeping Paul and wanrs ro measure his luck once more. But when he
presses the trigger, the shot does nor fire. In rhe morning, Paul finds
the gun on the chair and involuntarily points the gun at Charles,
accidentally killing him.

The great camera work of cinematographer Henri Deca€ accurately
depicted Parisian student life: a cynical but fair look at how Parisian
society operated and how young people could suffer from the spiteful-
ness of youth, somerimes eyen in a deadly manner. The rendering of
Charles's character was quite radical and severe, and consequently
conveyed the feeling that whar was conventionally right may have very
well been a moralistic trap. The character of Charles, ar first derached
from the stakes of sophistication and the mundane, was depicted as a
crushed and perplexed being, unable to know how to express himself
adequarely ro anyone his age, or to communicate with his peers what
he saw as the problemaric ethics for the spontaneous generation of the
early r96os. The enigmatic moral fable ofgood and evil, which finally
surfaced at the end of the film, can also be seen as a compelling
investigation of the corruption of an unspoiled and innocent mind,
horv society is based on the principle of the survival of the most
resilient. Some critics have repeatedly asserted that most of Chabrol's
movies did not incorporate a significant contenr wirh them, or in orher
words had little ro say in rheir substance. Although the depth of their
subject matter may be arguable at times, ir is undeniable to norice
that the absolute freedom of Chabrol's vision enriched the quotidian
style of the period. The neoromanticism of Chabrol s firsr films *u,
often compared to rhe depiction of the misunderstood characters of
Alfred de Musset's dramas and poetry (i.e., "La nuit de mai"). ?ie
Cassins won the Golden Bear at the 1959 Bedin Film Festival.

Not as successful as his firsr rwo productions, Claude Chabrol's TDe
Girls (La bonnes femmes, 196o) narrated three days in the lives of four
young working-class Parisian girls, through several nights of debauch-
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ery. Jane (Bernadette Lafont), Ginette (Stdphane Audran), Jacqueline
(Clothilde Joano), and Rita (lucile Saint-Simon) are all employed as
sales assistants in a light fixture and appliance store that is orvned by
a male despot (Pierre Bertin). Each evening, ar precisely seven, their
time comes around, the end of the day and the beginning of nightlife
in Paris, as they rush to go out on the town. They all fantasize about
romance, though they can foresee doomed attempts at true romance.

Jane is the flirtarious type, Rita falls in love wirh Henri, and Ginette
dreams of becoming a singer as she sneaks out at night to pracrice in
a subsrandard mus.ic hall, not wanting her friends to know. Jacqueline,
the leasr fortunate of all, meets a motorist who, after a short idyll,
ends up strangling her in the park. The final scene is an unconven-
tional one as it represents a "6fth" girl who evidently has accepted a
dance with an unobserved man. As she stares at the camera, rhe
specrators look into her eyes for a 6nal message of hope: life goes on.
Once again in this middle-class dahe uita chtonicle, the four young
women live in a wodd that mocks them, uses them, and heartlessly
exposes their hopes as desperate fantasies with constant overtones of
free sexuality. Most of the film actually narrates events offscreen, but
rhe viewer does not need to know the surroundings to be enthralled
by the diverse relationships that give the sense of decadence and
wastefulness. The strip-club sequence, a freewheeling montage of faces
and bodies inflamed by lust and alcohol, seems to have influenced
many films of the r96os. In banal existence or collective nightmare,
Chabrol poises a mix of realism and symbolism, for example, the shors
of the women doing their makeup in the reflection of the store's biant
television screens. Discovered by American critics in the mid-r96os,
The Girl: was never released in the United States (excepr for a few
cities in 1966).

Moving slowly toward more commercial assignments, Claude
Chabrol's The Does (Le: bichu, ry67) revealed the multifaceted talent of
its director as the New N7ave gradually settled down with the return
of more commercial cinema. Tbe Daes d,isclosed, the relation berweel
women, the stylish and devious "does," and the male hunter, as they
all srrive with the fantasies and uncertainties of their sexual desires.

On a Parisian bridge a young sidewalk artist named \7hy (facque-
line Sassard) is noticed among the fascinated crowd by Fr6d6rique
(St€phane Audran), a rich, sensuous, and idle rvoman with an implicit
lesbian penchant, who on the spur of the moment becomes strongly
attracted to her physical beaury. As \7hy finishes her drawing, Frdd6-
rique approaches her in a predarory manner. At lirst, the contact is
awkward, but soon enough she persuades \fhy to stop by her apart-
ment, offers her a nice hot bath and coffee, then seduces her. An
enigmatic relationship and sexual romance begin.
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Fr6d6rique takes her new gidfriend to her huge villa in Saint-
Tropez, and there they spend their days of lavishness in an indolenr
fashion. Frdddrique introduces I(hy to the wealthy lifestyle of French
decadence until one night, at a party Fr6ddrique had organized, an
aatractive young architect named Paul Thomas (Jean-Louis Trinrig-
nant) becomes intensely mesmerized by lVhy. They wind up spending
the rest of the nighr in his aparrmenr. But Fr6d6rique's jealousy is
relentless, and it forces her to intervene in the least opportune mo-
ment, only to lure Paul into her orvn arms. She decides to see Paul in
person at his workplace and seduces him as she tests once more her
incomparable sexual 1rcwers. Her expectations confirm her self-
confidence, and consequently Paul forgets his rendezvous with \(hy.
Paul displays evidence of his interesr in having a bisexual m6nage i
trois, but Fr6d6rique is resolute in keeping Paul for herself. Paul moves
into Fr6d6rique's home in Saint-Tropez, and the new couple compel
'ifhy to become an indoor-love satellite. As the days go by, IThy
becomes more and more fascinared with the physical image of her rich
and powerful friend and begins to change identity. Fr€d6rique and
Paul decide ro move to Paris and leave \(hy behind by herself. Des-
perate, she catches up with Frdddrique and ends up face to face in her
Parisian apartment. Fr€d6rique reveals to Nfhy her embarrassment at
having \(hy as a burden and repudiates her immediately. $7hy then
scabs h.r in che back wrch a knif..

The thematic and visual impertinence ofthe film was to intertwine an
account atound three characters, each exploring something inside his or
her body and mind that remains inscrutable. Here, Chabrol deliberately
neglected his habitual suspense ending for developing an innovatlve
propensity for adult drama, as the visual enlightenment about the
changes of present-day French sociery were revealed. Although sexual
relationships were nor unequivocally illustrared, the film's plot and
apprehension became thar of sexual obsession itself. For her role as
Fr6ddrique, St6phane Audran, Claude Chabrol's wife at the time, re-
ceived the prize for Best Actress at the Berlin Film Festival in 1968.

It is true that Chabrol's 6rst 6lms chronologically preceded Truf-
fant's The Faur Huttdred Blowt, but the prime importance of rhe latter
in film history remains hardly arguable. An influential film critic,
Frangois Truffaut (L912-84) set himself apart from his contemporaries
by his almost total self-absorption in the cinematographic medium.
Truffaut grew up in difficult circumstances, which created in him a
singular yearning to seek refirge in books and movie theaters. The
cinematographic presence in his life emanated from an act of personal
relationship with the aesthetic image and not an attraction to technical
feats of skill. Truffaut acquainted himself with cinema through an
intensive confrontation wirh films, as he recalled in interviews his
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St€phane Audran (Frdd€rique) and Jacqueline Sassard (\fhy) in Claude Chabrol s

Tbe Dm (bt liches, 1967), (Courtesy ofBIFI/@ Artedis).
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Albert R6my (NIr. Doinel), Claire Maurier (Mme Doinel), and Jean-Pierre Iiaud
(Anroine) in Fraflgois "ffuffaut's 'fhe Fa4r H ndred Blous ( lzs Etatre ce t! ro .!s, r919t,
(Counesy of BIFI/ O Andri Dino MK2).
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innumerable atremprs ro sneak out as a child to see night shows.
Reminiscing on his rurbulent teenage years, Truffaut explained in his
autobiographical collection, the vicissitudes he had to endure to enter
movie theaters: "I sarv my lirst two hundred films on the sly, playing
hooky and slipping into movie houses wirhout paying-through the
emergency exit or the washroom window-or by taking advantage of
my parents'going out for an evening (I had to be in bed, pretending
to be asleep, when they came home). I paid for these great pleasures
with stomachaches, cramps, nervous headaches and guilty feelings,
which only heightened the emotions evoked by the lilms."'"

At rhe age of twelve, he was determined to become a filmmaker.
His friendship with the usual adepts of the Cin€marhique in Paris,
and especially film criric Andr6 Bazin, greatly inlluenced him and his
attitudes toward film. (Bazin bailed him out of a predicament on two
occasions: once as a schoolboy, tbe second rime during his milirary
service as his regiment was preparing to serve in Indochina.) \Thether
as an outspoken lilm critic for the influential Cahiers du indna rn t953
or as a young cineast, Truffaut always rerained hts dn,fphile atrirude, as
he once described his dedication to the visual medium: "Sometimes I
saw the same film four or live times within a month and could still
not recount the srory line correctly because, at one moment or anothef,
the swelling of the music, a chase through the night, the actress s
tears, would intoxicate me, make me lose track of what was going on,
carry me away from the rest of the movie.""

Deeply influenced by the work of such pioneers as Jean Renoir,

Jacques Becker, Jean Vigo,"' Ernst Lubitsch, Alfred Hitchcock, and
Orson Welles, Truffaut's eady films were immediately characteristic of
th€ coming New Wave visual revolution. In 1956, he assisted Italian
filmmaker Roberto Rossellini in several productions before marrying
Madeleine Morgensrern, the daughter of a powerful film entrepreneur,
and establishing his own production company, Les Films du Carrosse,
named for Jean Renoir's great film Tbe Golden Coacb (I* canose d'or,
r95z). Larer on, Truffaut participated in the establishment of the
nauuelle xague with filmmaker Alain Resnais (Hirofiinza, Mon Amour),

Jean-Luc Goda.rd (Breathless), and Claude Ch^btol (Bitter Reunian and
Tbe Cousint).

His first fullJength feature, The Four Hundred Blou, ded,icared to
his spiritual guide, Andr6 Bazin, who died in November r9j8 ar the
beginning of the shooting, took considerable advantage of exterior
scenes (streets and schools of Paris) combined with hand-held camera
shots. By dedicating The Four Hundred Blout to Bazin, Truffaut re-
vealed his critical views through a panly autobiographical motron
picture rhat disclosed the roughness and frustrations of childhood.
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Initially intended as a regular short feature, the film was eventually
lengthened with the addition of numerous aurobiographical scenes.
Truffaur essentially investigated his own troubled childhood'r through

a series of rapid anecdotes in poetic but also dramatic points of view.
The plot narrates the numetous delinquent exploits of twelve-year-

old schoolboy Antoine Doinel (Jean-Pierre L€aud), also remembered as
Truffaut's preteen alter ego. Ignored and admonished at home by his
parents and underestimated in school by his unsympathetic schoolmas-
ter (Guy Decomble), Antoine skips school with his friend Ren6 (Pat-

rick Auffray) to wander the streets of Paris, stealing milk bottles at

doorsteps and venturing into movie theaters in Place Clichy. His
parents do not get along very well at home, and one day Antoine
catches sight of his mother (Claire Maurier) kissing a sttanger on the

srreet. Anroine and Ren6 decide to steal a typewriter from the office of
Antoine's farher (Albert R6my), eventually to sell it and make sorne
money. No one seems interested in buying it, so they take ir back,
only to be caught by the janitor. Once arrested, Antoine spends the
night at the police station before being punished for his misbehavror.
He is sent to a correctional center for iuveniles with the agreement of
his dismissing parents. His mother, who comes to visit him at tbe
cenrer, announces that his father no longer wishes to see him- The
disciplinarian life is tough for young Antoine, and one day, taking
advantage of some confirsion during a soccer game, he runs away,

ending up on a Normandy beach, aimless but free. The celebrated
closing shot of the film is an unexpected freeze frarne photographing
Antoine frorn the back at the edge of the water, facing the infrnite sea,

his whole life before him. Truffaut's suspension of little Antoine in an

indeterminare  fu rure  wou ld  spawn numerous  im i ta r ions .
Beyond the launching of his career, the success of the film, lirst

screened in France in March 1959, proved that from now on it was
possible for a young critic-turned-director to achieve fame by means
other than the byzantine and financially weighted lilm industry. Just
one year after banning Truffaut for his violent condemnations of the

commercial exploitations of the Cannes Film Festival, this same festival
in May 1959 awarded him with the Prix de la mise en scdne (Best

Direcror). He also won the award for Best Film at the New York Film

Critics Circle, Best Film at rhe British Academy Awards, and the Prix

de l'Office Carholique International du Cin6ma. In addition, the film

earned a nomination for Best Original Screenplay (Frangois Truffaut

and Marcel Moussy) at the 1959 Academy Awards.
In contrast to rhe vision of Italian neorealist directors such as Rob-

eno Rossellini and Vittorio de Sica whose representations of children
usually contrasted images of childhood purity versus adult corruption,
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Truffaut's rendering of youth was quite the opposite. In his nonsenri-
mentalized view of childhood, Truffaut powerfully underscored the
other side of a child's ingenuity as well as innocence. A child's world
may not be as tarnished as an adult's, but the juvenile quest for escape
can lead the child along hazardous parhs filled wirh corruption and
cynicism, as the inrerview between Anroine and the psychiatrist reveals
ar rhe end of the movie. In the center for delinquents, Antoine has an
interview with a child psychiatrist who evaluares the young boy s
predicamenr, which is revealed in a disjointed series of question-and-
answer monologues. The innovation created by Truffaut with this
particular scene was the memorable use of jump cuts at the moment
that Antoine reveals himself. The child's future motivarions were lefr
to the audience to analyze. Truffaur directed the shor so rhar Antorne
is seen facing directly inro the camera, opposite the psychiatrist, whose
questions come offscreen. The effon to render uuthful the lictional
elemenr of the story was rewarded by the srrength and energy of the
boy's answers, and although rhe edited version of the interview did not
promote the sequencing of the events, ir added an extraordinary hu-
manistic feel to the character of Antoine. The same character is also
found in later films directed by Truffaut, as an older teeaager ia Lute
at Tutert)' (L'anout d uixgt ans, tc,16z), as a young man rn Stolen Kilet
(Baisets uo/is, 1968),'1 as a married mat rt Bed axd Board (Domicile
cc,ajugal, t97o), and as a divorcd in Lott on the Run (L'amour en frtn,
r97r.

For his second fearure film, Sboot tbe Piaxo Player (Tirez sur le pianittt,
r96o), Truffaut adapted, in atypical fashion, pulp author David
Goodis's novel Dawx Thete. Although perplexing at rimes (if compared
wrth Tbe Fott Hundred Blott'i1, this film captured the true essence of
the French Nerv $?ave, mainly through its frequent unprompted shifrs
of atmosphere from comedy to melodrama. The story line was rather
inconsequential, and its content persistently scrambled as it frequently
remodeled its tone, intermingling elements of two classic American
genres (the gangster film and film noir) with an energetic new cine-
matic style. Therefore, a plot synopsis does not give an adequate
picture of Sbent the Piana Player, given the nonlinear scenes that op-
peared even remotely pertinent to the film (much like Quentin Taran-
tino's r994 P/tlp F ictit)n).

In a small Parisian bar, a piano player named Chadie Kohler
(Charles Aznavour) entertains crowds ar night while seeking anonym-
ity. Suddenly, a chain of events begins that forces him ro prorecr his
brother Chico (Albert R6my), who, after a mix-up with the local mob,
is tracked down by a rival gang. Each new experience brings disasrer
upon disaster. Although the events entangle Chadie in his brother's
problems, the focus is more on his relationships with women, from his
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prostitute neighbor Clarisse (Nicole Berger) to Lena (Marie Dubois),
rhe bar waitress who, intrigued with Charlie's secret past, linds out
that he was a talented and famous musician once known as Edouard
Saroyan. In a flashback, Charlie reveals the reason why he renounced
his former life, and why he decided to begin a self-imposed exile (his

former wife had committed suicide following an affair with his man-
ager). Meanwhile, Charlie's address is turned over to mobsters Momo
(Claude Mansard) and Ernesr (Daniel Boulanger) by the jealous club
owner (Serge Davri). The two thugs pursue Chico, who has double-
crossed them. In a skirmish with rhe bar owner, Charlie stabs him ln
the back- I-ena drives Charlie to his brother's mountain hideout
ro escape from the police, but when the gunfire breaks out, she ts
shot dead.

Following the huge success of his first feature film, Truffaut antrcr-
pated the diflicult challenge of maintaining his success by radically
changing the subjecr, filming a tribure to American B-picture gangster
movies." Against the academic structure and form of conformist cin-
ema, Truffaut's lon'-budget black-and-white film (shot in jusr six
weeks) was an insightful inner meditation on cinematographic conven-
tions. Along vith T/te Faur Hzndrcd Blou, one can easily consider S6opl
the Piano Plaler as Truffaut's mosr highly exFerimental film. The use
of different cinematic devices-such as Jean-Luc Godard's use of
mobile hand-camera shots, sweeping camera work, and profusion of
location shootings-simultaneously suggesred a free-associative medi-
tation on the gangster 6lm and noir genres, far from being concerned
with plot mechanisms or rvell-defined subject matter. This collecrion
of skillfully scripted and photographed moments also serves to arti(u-
late Truffaut's melancholy realism and distinguishes his style from the
orher New Vave directors. On the actors' level, the chafacterization
was in general relatively low, especially wirh respect to the main
protagonist, Charles Aznavour, one of France's most popular singers ar
the time, who ultimately lacked the necessary magnetism to draw the
audience's attention fully and to sustain dramatic momentum. Fiow-
ever, the score by Georges Delerue, who consistenrly provided Truffaut
wirh evocative refrains, and the unforgettable guest feature, Boby
lapointe, a real-life Parisian club singer with his famous fast-paced
song 

''Avanie et Framboise" were memorable. Truf[aut's Shoot the Piano
Plaler was a tight, high-speed melodrama, very much like the Amel-
can ones he admired, with the exceptiofi that Truffaut gave consider-
able artention to character development and transformed the gangstef

convenaion to impart a distinctive French flavor.
Sensitivity can be defined as the dominant trait of Truffaut's next

fearure, Jules and Jint (lules et Jin, ry6r). Part of the reason for irs
immediate success among audience and fllm critics was the innovative



2 2 4 FRENCH CINEMA

freshness and overall fluidity of the direction, utilizing hasty camera
work (mostly long rakes) in a moving hymn to love and friendship.
\X/hen Truffaut discovered little-known writer Henri-Pierre Roch6's
semiautobiographical aovel Jula et Jim, he considered the project for
the next six yeats) even after rhe death of the author in r959.

The story of this ultramodern romance on Iove and friendship takes
place between rgrz and 1933 in Paris, and depicts rhe sentimental
tribulations of a love rriangle between two friends, Jules (Oskar \Ver-
ner) and Jim (Henri Serre), and a young woman named Catherine

Qeanne Moreau), who combines astuteness with an ostentatious erotic
spell. Although the two men give the film its name, the obsessive and
muhifaceted Catherine actually dominates the story. Jules and Jim
both fall in love with her since her smile reminds them of the face of
an enigmatic yet beautiful Greek sculpture. Despite the war around
them, Jules and Jim worship Catherine incessantly and unfonunately
underestimare how unconditional her refusal to choose between ttrettt
wil l be. Both uninhibited artists, although inseparable, sharing their
time, experiences, and love, they live a m6nage i trois rhar is doomed
to failure. The months go by, and Jules marries Catherine before rhe
outbreak of \7orld lVar L After the war, Jim visits Catherine and

Jules, who live in Austria, and soon realizes that the couple do nor
love each other any longer. Catherine indulges in an affair with Jim
and suddenly expresses a desire to have a child wirh her former lover.
\(ise and ractful, Jules acceprs rhe divorce, but Carherine linds out
that Jim is still in love with his French mistress, Gilberte (Vanna
Urbino), as he rushes back to her while visiting Paris. Jim and Jules
decide to go to France, as in the old days, but begin ro evaluare their
failed romance. Carherine's failure ro decide between the two leads to
tragic consequences for all three lovers, as she commits suicide with

Jim by driving her car off a bridge into rhe Seine.
Vith the character of Carherine, a woman entertaining several lov-

ers, and even leaving for weeks at a time in her bemused desire to
behave with the free will of a man, rhe 6lm was indirectly perceived
by the new values of the r96os as a cinematic model of feminisr
thought and free love. In reality, the 6lm took on a more universal,
somber tone in its mediration on the possibilities of love. Jules andJim
divulged the restrictions placed on a woman's freedom by men's pro-
jection of what perfect love ought to be- Therefore, the feelings of free
will and expansiveness of rhe movie beautifully filmed by photogra-
pher Raoul Coutard can also be seen as feelings of doubt, enigma,
and isolation.

Next to Truffaut and Chabrol, Alain Resnais (b. r<;zz) is mosr often
associated with the New Nfave, with his haunting Hirasbima, Man
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Amaur (Hinshima w0t1 anaur, r959) released the same year as Truffaut's

and Chabrol's first 6lms. However, one should consider him more an

author whose talent re$ulady elicited phenomenal polemics, the same

way Michelangelo Antonioni's L'Awentwa (L'awentara, 196o),

scriened at the Cannes Film Fesrival, rriggered srrong protests from

conservative spectatoff, thus setting off one of the most passionate

disputes of modern cinema. Among all the young directors of-the new

cinima, Resnais was one of the very few to be experienced in filmmak-

ing (Nlglr and Fog, 1955; see chapter 4). His highly personal 6lms

were diitinguished by a groundbreaking methodology of style and

narrative strucrure as he applied techniques that entirely transformed

the long-established procedures of movie editing

His first full-length feature, Hirorhima. Non Amout, represented an

absolute transformation of cinemarographic language. The film took

viewers to new intellectual grounds, as the plot must be re-created

accordiog to each individual's capacity of imagination and fantasy in

the manner of an abstracr mobile-art form. Following his contriburion

ro the tenth anniversary of the liberation of the Nazi death camps,

Resnais was solicited by Japanese producers who expressed their desire

to subsidize a documentary-fiction frlm to show the world the state of

Hiroshima more than a decade after the detonation of the atomic

bomb. Resnais was granted rotal freedom in his interpretation of the

original project under the condition that two main protagonists would

be Japanese and the other French, with a story line based in Japan as

well as in France. As a result, the film was shot in France and Japan
(in Hiroshima for exteriors and in Tokyo for interiors) Delayed in its

screening due to pusillanimous distributors, however, the film had to

wait for the r9j9 Cannes Film Festival in the spring ro become a

cinematic revelation.
Hirofiima, Mon Arnour's story line, aside from its Surreal imagery

and healry symbolism, follows a nonlinear sequence of events, using

interior monologues, frequent flashbacks and cuts, a voice-over, and

parallel tracking shots of Hiroshima and Nevers. The eloquent (but

also frustrated) love story takes place in Hitoshima during th€ summer

of r957. In their hotel room, a French actress, Elle (Emmanuelle Riva),

and a Japanese architect, Lui (Eiji Okada), are engaged in a love affair

rhat appears ideal, but the romance is doomed. In fact, this is her last

day in Hiroshima; the actress must return to France- On location to

play in an antiwar film, she narrates all the scenes she has witnessed

during her visit-the pictures in the museurn of the bombing victrms

and the deformed children. But the man keeps reminding her, "Tu

n'as rien vu i Hiroshima!" (You didn't see anything in Hiroshima!) In

the morning, while he sleeps, she contemplates his features, which

remind her of the German soldier she loved (Bernard Fresson), who
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was killed by a sniper during the 6rst hours ofthe liberation ofNevers.
By indulging in a new love affair, the young acrress experiences feel-
ings of betrayal roward her former love interest. Simultaneously, she
recalls that the harm of her first love was the source of excruciaring
physical and psychological pain. This intense flashback triggers a nar-
ration abour her nightmare of Nevers as she shares with her new
companion what she never had with anyone before. The mental wound
left on her by the inflicted distress is such that, although tempted
thirteen years later into another love affair, the old hallucinations
reemerge like a nemesis that precludes her from loving again. She also
reveals her imprisonment for having loved a German soldier and the
subsequent public humiliation. Her self-conscious parents, ashamed of
her berrayal, had kepr her confned in her bedroom and rhe cellar
before sending her off to Paris. The day she arrived in Paris was the
day the bomb was dropped on Hiroshima. As the meeting intensifies,
the story of Nevers resurFaces each time wirh even more emorion. Now
sixteen hours separate them from the actress's departure and serve as
the agonizing struggle between rhe rwo since the lasr hours of her sray
are going to be an incessant ''run-and-chase" 

rhrough the streets of
Hiroshima, its cafis, and irs train stations. The architicr 6nds her later
on the set of the lilm rhat she is working on and takes her back to his
apartment, telling her his wife is our of town for the weekend. He
tries to persuade her to stay, but she runs away again. Through this
poetic evocarion of time and memory, an abrupt conclusion stresses
the magnitude of human harmony through the metaphor of an inter-
racial romance. At rhe moment of departure, she finally stares at him
and says: ' 'Hiroshima. 

. - c'esr ron nom" (Hiroshima. . . is your name).
He replies: "C'esr mon nom, oui. Ton nom d toi est Nevers. Nel'ers en
France" (Yes, it is my name. And your name is Nevers. Nevers in
France). Both proragonists simuhaneously want to interchange Nevers
for Hiroshima, bur to no avail. Both wil l, in t ime, forget each other,
but both cities will remain their symbol of love. The viewer is com-
pelled to leave the 6lm in suspense: Is the porver of love ruined by
humankind's killing of itseli The last shot of the hlm seems to imply
this question.

In most of Resnais's films, the course of events is revealed in quick
flashbacks (juxtaposing scenes of tranquility with graphic-documenrary
footage of the aftermath of rhe bomb in contemporary Hiroshima), all
alluding to the concepts of time and memory. Flere, as in Resnais's
Last Year at fuIarienbad (r962)-see the discussion below-rhe con-
flicts betrveen the central characters' respecrive pasts, between both
conceprs of time and identity, and ultimarely the dimension of mem-
ory in human experience, deline the film. Vith interrogarions such as
how does man absorb rhe memory of an event or its oblivion, Resnais
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Eiji Okada (Lui) and Emmanuelle Riva (Elle) in Alain Resnais's Hirashima' Mnn

Amatr (Hirasbina, tnor/ dnorr, rgtg), (Courtesy of BIFI/ O Argos Films)
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and scriptwriter Marguerite Duras conceived a mulrifacered story using
inventive techniques to imagine the unimaginable: a highly referential
and symbolic love affair (with a thread of unobtrusive eroticism) that
exposed a complex philosophical discourse about the horrors of the
atomi< bomb and irs remporal and erernal consequences. Whar Resnais
sought in Hiro$ina, hfan Anour was less a reenactment of rhe experi-
ence of the horror of the bomb and its atrocities than a nararrve
expressing rhe survivors' nightmare through their emotions and dia-
logues. And it is precisely those dialogues about love and death-
under an existential, alrnost subliminal form-those mulcilayered al-
legories, the nonlinear storytelling techniques and its juxtapositron
editing that ultimately conrribute to the filmmaker's deliberate com-
positions (which consequently set Resnais apart from most of his New
Vave peers and at the same time confused many filmgoers and com-
mentators upon its lirst release). By means of inrermittent lorrg-
tracking shors, enhanced by rhe musical score of composer Giovanni
Fusco (wirh whom Anronioni also worked), Resnais rearanqed the
visual enunciation of time, thereby giving new significance to the
scenes set in the presenr. He also used a single voice-over dialogue,
which connected the characters to scenes of the past. This oarticular
double use of the tracking shot and commenta;y-voice-o.i.. ,.pr.-
sented a completely new form of cinematographic expression at the
time.

Resnais's "rhetoric" corresponded in both films (Hiro ima, Mon
Anour and La:t Year at Marienbad) to a series of assorted fleeting
images and allegorical conceprs (usually on temporal motifs), as critic
James Reid Paris explains: ''Here is a cinematic use of rhe Proustran
device of recapturing the past fragmentarily through rhe operation of
involuntary memory by which an object or bodily attitude in the
present can accidentally rrigger off a recall of past feelings or incidents
associated wirh it."'6 Resnais's new editing style can best be characrer-
ized as a sort of cinematographic language punctuated by conflicting
combinarions, rhe main impression of which is the interruption and
disorientation of the conventional narrarive progression. His use of
uncompromising angles consisted of nurnerous swift cuts, sudden
close-ups, and war footage interwoven with love scenes, bewildering
long takes, and so forth. Aside from rhe notion of time, rhe other
important theme of the film is memory and doubt as suggestive
faculties, which even rhe mosr marure and philosophical human being
is powerless to conrrol (the stranger himself in Last Year at Marienbad
was not quite sure of certain details). AII perceptions are subjectrve
and suggestive. Every instant of memory experience triggers a multi-
tude of connections to other sens€s, to previous experiences in memory,
and to pafticular thoughrs and emotions. "Resnais," explains \(olfgang
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A. Luchting, 
''does not wish the past to reside in the present, he

pushes it back into its own realm.... Resnais believes one can keep

on living only by forgetting, no matte! how important is that which

we have experienced and are going to forget-sooner or later."'? The

main goal is to create a new language based on the interrelationship o[

time, memory, and imaginarion through a cinematic eye. The scenalo

at times challenges intellectual acceptance with its numerous riddles

of seduction and cryptic dialogues, yet still has enough implications

in irs emotional momentum to allow each viewer to deduce the central

enigma. The audience was offered a puzzle to Put rogether, the numer-

ous pieces of which must be assembled in order to create a complete

picture.
Considered either futile exercises of style or, on the contrary, rnas-

terful experimentations by contemPorary critics, Hitoshina and Last

Year at Ma enbad gained strength due to the predominance of a

sophisticated mofltage. For this reason, they are probably the most

enigmatic lilms in motion picture hisrory, as Parker Tyler observes:
"love in the Marienbad {lm becomes absurdly ambiguous through the

imagination's illusive faculty, love in the Hirashima 6lm cruelly clears

through the same faculty,"'o Interesringly, the repeated denial of the

Japanese lover, who reminded rhe actress that she did not see anything

at the Hiroshima museum, indirectly suggests the inability of film-

makers to represent fully the atrocity of the bomb.

For unspecilied diplomatic reasons, Hiroshima was temporariLy

barred from participating at the Cannes Film Festival for fear of dis-

concerting the US delegation at the comperition. It was finally pre-

sented in the hars corupetitian category and managed to win the Prix de

la F6d6ration internationale de la presse cin6matographique (the FiIm

\Triters Award) at the festival, along with a nomination for Best

Original Screenplay (Marguerite Duras) at the 196o Academy Awards,

the award for Best Foreign Film in the 196o New York Film Cntrcs

Awards, and the Best Foreign Film at the British Academy Awards

A couple of years later, Resnais again contracted stage actofs with

distinctive photogenic features for his next feature, Latt Yeat at Mar-

ienbad (L'annde dcrniire d Ma en&ad, r96r). The film, to an even greater

degree than Hirasbim.a, Mott Atnour, transligured viewers' cinemato-
graphic reaction and brought a nevr' concepr of scenario and image

receprion to them. Not only did viewers have ro supply their imagi-

nation, but they also had to apply their faculties ofcreation to assemble

the story. According to Alain Robbe-Grillet, filmgoers, just like read-

ers of the nout'eau rlrn4n, were to find the tfue reality from the form of

the fact and not from its content.'e Although more rewarding to talk

about than to watch, Resnais's I'ast Year at Marienbad was one of the

mosr essential and influential films to ernetge from the early l96os
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This new genre demanded that the viewer become an active observer
and contriburor in the deciphering process of rhe story line, and no
longer a passive consumer.

The story line became the object of a more scrupulous assessmenr.
Ir is difficult to ourline, since it is rhe spectator who musr bring hrs or
her own sensibiliries to the understanding of this cinemaric puzzle.
Unlike Hirasbima, L.zst Year cortesDonds to a menral structure. wirhout
a frame of reference. This makes ih. 6l- on. of the most eniqnrarrc
and aryp i ta l  mov ies  ever  made.  Dur ing  a  rhe . r r r j ca l  show a t  a  Iuxur ious
baroque hotel in Germany, an unknown ltalian man (Giorgio Alber-
tazzi) is staring at a nameless elegant young woman (Delphine Seyrig).
He uies to persuade her that they already met a year ago and were
romanrically involved, artd the love that rvas born at the rime is still
very much alive between them. A new universe imprisons rhe man's
mind within rhe rational limits of reason- At frrst reticent to rhe
unknown man, the young woman adopts a lighrhearted artitude ro the
new situation, rvhich appears to be more realistic as the minutes go
by. Mental icons are intermingled with eloquent shots of rhe magnifi-
cent park, endless halls, and rooms.r" In a continuum of abstract time,
which obscures the representation of the grand hotel, words deeply
resonate inside rhe endless corridors.

Gradually, the suspense unfolds through a world of illusions and ten-
sion betrveen the lover, the woman, and rhe implicit husband (Sacha Pi-
toeff), creating a mystifying Iove triangle. The lilm characters, just as in
a game, come to liG ar the beginning of this enigmatic dream and dis-
appear at the end of the lilm in austere visual beauty. The lolg-
established pragmatic narration was therefore replaced by an internal
unfolding (usually as a voice-over), which joined rogether images of the
real and the imagined. As rhe camera wanders abour the endless corri-
dors of the hotel, rhe voice-over dialogues convey the idea that the nar-
ration is perhaps a rendering of episodes just as they occur inside the
suitor's mind. Therefore, the real subject of the film is the imaginaoon,
itself a metamorphosis of time. After repeatedly shifring the temporal
focus, the narrative setdes on Resnais's fertile imasinarion and mood of
abstraction, connecting an implirir rendency to digress with an obses-
sive power to recollect (also to be found in A'lgDr axd Fag and Hiro-
thima, Man Amour). The investigarion of rhe love affair from "last year"
was one of sinceriry in memory and imagination. This rerrieved pasr,
however, may only happen ro rhose select few capable of investigating
their own lives with sinceriry. More difficult for the viewer was the
evocation of dreams and the acceptance of a constant new realiry. It
was a domain where the viewer did nor quite belong, and his or her
vision, as ephemeral as it may be, must inevitably involve a rrorrrpe
I'oeil perspective (between real time and psychological time).
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ln Last Year at Marienbad, mental space and menral time were

created to involve rhe presence of dreams and voluntary memory,
accompanied by a somber score.-" Some critics at the time had noted
its parody of Hollywood romantic narratives in an artempt to dimlge
a new form of melodrama, liberated from the yoke of Hollywood. This,
by irself, was an underestimation of the original intent and goal of
Robbe-Grillet. The content of Last Year at Marienbad cortesponded to
its form and could not otherwise be deciphered, as explained by film

critic Jacques-Bernard Brunius; "It happens to be a very unconven-
tional lilm where the content can only be discovered by considerarion
of the structure.''1' Since Resnais had signed the petition against the

war in Algeria, his film was excluded from the Cannes comFeaition rn

196r. Instead, it received the Golden Lion at the 196r Venice Film
Festival, the awatd for Best Film ar the r962 British Academy Awards,
and a nomination for Best Original Screenplay at the 1962 Oscars.

Finished in September r959, Jean-luc Godard's (b. r93o) l irst feature
fllrla, Breatblus (A bout dz szurflc), was premiered in Paris in March
196o. Following the success of Tbe Four Hundred Blou,s, it gaioed an

enormous triumph both with critics and at rhe box office, and instantly
became a seminal 6lm in French cinema. Taking many of its cinematic
references from American cinema, particularly with its amicable allu-

sions to Humphrey Bogart's sryle (as Jean-Paul Belmondo reminded
viewers of Bogart with his use of hat and cigarettes), its jagged editing
and irs overall romantic and cixiphile approach to filmmaking were far
from the usual Hollywood film noir. With its temperamental and
impulsive lines, often commanded by improvisation, the 6lm, wrirten
by Godard from a subject by FranEois Truffaut, was essentially about
r,rrlnerability, premonition, betrayal, and ultimately death.

Michel Poiccard $ean-Paul Belmondo)33 a small-time thief without
scruples, is wanted fot the murder of a police officer following a car
theft in Marseille. On the run, he arrives in Paris, where he is supposed
to collect money for an undisclosed job. He then meets his friend
Patricia Franchini (Jean Seberg), a young American wornan who sells
the Neu York Hercld Tribune on rhe Champs-Elysdes, He is in love and
wants to take her to Rome. Their relationship develops as she reveals

to Michel that she is pregnanr. Once again, Michel steals a car to go
for his suspicious appointmenr, but by now his picture has been
plasrered on the front pages of the local newspapers. \(hi1e the police
are closing in, agents pressure Patricia to reveal Michel's hideout.
Ulrimately, she turns him in, and while running away, Michel is shot
in the back. Reminiscent of the 6nal scene of Palt of Sbadous, the fi\m
ends with a striking dialogue as Michel agonizes in the middle of
the stfeer:
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MLCHEL:. C'ett *aimmt digue/la$e! (It's rruly disgust-
ing!)

PA-rr.rctAl. Q 
'e$-ce qu'it a dit? ($?har was he saying?)

PoLtcE OFFICTR: ll a dit: uus ite.r xtaiment tune ddsteulasse. (Hc
just said: You're really a bitch.)

PATRIcIA (stariflg dt the Qt'est-ce que c'ett: dy'gtealaae! (Nfhat does it
CAllrU): mean?)

Along with Chabrol's Bitter Reunian and Truffaut's The Faur Haxclred
BLtus, Breatblas stands as a landmark of creativiry. Once again, rhe
director is quintessentially the author of the project. Godard also broke
new ground with innovative techniques such as handheld camera work,
willfully restless jump cuts, and ourdoor shooring in natural light wirh
the sound postsynchronized, as well as improvised dialogue, loose
narrative form, and references ro rhe history of cinema (especially
American thrillers). Because the 6lm was directed without a definite
script, and because Godard himself often oullined and alrered the
dialogue in the course of a take, Belmondo and the other actors were
on occasion expected to improvise their lines, This could explain rhe
Iong takes, inconsequential gestures, and srriking exchanges.

The restless portrayal of Michel (which was Jean-Paul Belmondo's
6rst significant role), who is living on the edge on a daily basrs,
rellected the state of mind of those troubled days and the moral,
political, and social disorder characterized by rhem (characters and
exrras frequently stared directly inro rhe camera). The sudden shifts rn
Michel's voice and intonation often communicated the necessa.ry arten-
tiv€ness that anything could happen at any rime. During the long
tracking shots, the camera technician was sometimes pushed around in
a wheelchair to follow the actors down the stfeet. The ediring contrib-
uted to the groundbreaking format of rhe film, especially the countless
use of jump cuts that connect rwo shots of the same subject with a
striking image skip on the screen

Often considered the most innovative film of rhe New \7ave, some-
where between a replication and an impersonation of American film
noft, Breathles offered a thoughtful homage to contemporary directors
of film noir genre, American pop culture, and contemporary art.
Breathles: garnered rhe award for Besr Direction at the 1960 Berlin
International Film Festival and the Jean Vigo Prize.ra

Godard's next significant success, enritled Cznter Pt (Le m4pri:, r96t,
was an adaptation of Alberto Moravia's 1954 psychological novel, a
modern tragedy based on a misunderstanding but ultimately a movie
about filmmaking. Starting from a conventional story as an initial
frame within which Godard could maneuver and exhibit his own
personality, the protagonists were shown secluded, r,'ulnerable, and
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Jean-Paul Belmondo (Michel) and Jean Sebetg (Patricia) in Jean-Luc Godard's
Breathler (A bozt dt soaffc, 1959), (Photo courtesy of the Museum of Modern Aft/

Film Stills Archive/e) Studio Canal).

ultimately betrayed by their closest peers in a society degraded by the

power of money and the quest for lust.
Set in Rome, the film revolves around the disintegrating relation-

ship of a young couple and their emotional vicissitudes as they reach

rhe point of no return. Paul Javal (Michel Piccoli),1t a talented 6lm

scenarist, is asked to participate in the making of rhe latesr frlm of

Fritz Lang (playing himself), an adaptation of Tbe Odyt:e1. Langs

project is to mainrain the story within a lirerary tradition, whereas

American producer Jeremy Prokosch Qack Palance) wants just the

opposite, looking principally for a commercial success. After formal

presentations, Prokosch asks Paul and his wife, Camille (Brigitte Bar-

dot), to come to Capri to be on the set ofthe film Camille, after being

humiliated by the lack of protecrion ftom her husband, later cedes to

tembtation. After a series of emotional discontents, her frustration



2 1 4 FRENCH CINT}tr{

presses her to leave wirh Jeremy, abandoning her husband on the set,
until borh lovers find death in a fatal car accident. The Italian co-
producer, Carlo Ponti, wanted Sophia Loren and Marcello Mastroianm,
but ultimately Bardot and Piccoli pulled off the deal. Furthermore,
Ponti asked Godard to add an erotic episode once the 6lm was finished,
which he did, and it is still today one of the most memorable scenes
of the 6lm.

The restrained dialogue-one of the most revealing of the spirit of
the times along wirh the conr.-ulsive attitudes of Camille, gives CrLn-
/erzlr/ its strengrh and illustrates the erernal conflict between artrs c
erpression and commercializatior

Calrrr,r-r: Do you like my eyes2
PAUL: Yes.

Caurlr-e : Do you like my mouthi
Paur-: Yes.

C,tlurLs: Do you like my bteasts?
Paur: Yes.

CAMILTB: Do you like my ass?
Paur: Yes.

C,qltrrr-r: So you love me. then?
P,tur-: Yes,,6

less concerned with character and srory than with ideas and analysrs
of social issues, Godard's movies were also often misunderstood by
audiences. From the insicle, Cantempt was about a certain death of a
certain type of filmmaking; high-budget, conservarive motion pictures,
a sorr of analytical deliberation on the hegemonic Hollywood insritu-
tion. Another of Godard's aftisric trademarks was the presence of long
tracking shots accompanied with a quivering camera. A device for
some or discovery for others, it served the purpose of emphasizing the
fiction-documentary factor or communicating the apprehension of the
personages by replicating actual movements more rrurhfully than
could be produced by the steady morion of much heavier equipment.
Besides representing sequences in self-effacing or conspicuous lighr,
Godard's montage procedures united sequences into larger sectrons
and, as a final producr, corresponded ro a unique strucrure of narrative
rhetoric. In fact, nor much consequence was given ro ciming prumpt-
ness and the actual duration of the takes since the subsequent montage
was regulady a matter of mid-scene cutring sessions. From the outside,
Conlenpt was an inrrospecrive assessment of the contemporary film-
maker's srandpoint in a resurging commercial cinema thar ultimately
brought a critical awareness of the medium itself. (Godard was person-
ally challenged by similar circumsrances since Cado Ponti had granted
Godard the largesr budget of his career, compelling him to direct a
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star of Bardot's importance for the first time. This may explain why

Ca tempt was far from being Godard's best movie.)

One of the most interestiflg auteur lilmmakers is Agnis Varda (b

rgz8), the lirst woman in French lilm history to direct a full-lengrh

lilm entirely and alone. Prior to her frrst feattre, La pointe coarte (r9r4)'

Varda had never worked in the film industry and confessed to having

barely seen a handful of films. A Photographer at the TNP (Th6atre

national populaire), working with Jean Vilar from 1948 until 1960,

Varda used the medium to exPress the existential dimension of the

chronicle, often filled by the obsession of time. Her acute sense of

social observation and her intellect draw many obvious comparisons to

Alain Resnais.
In 1962, Varda wrote and directed her masterpiece, Clla fronz 5 to 7

(CI6a de 5 ,i 7), presented in competition at the 1962 Cannes Film

Festival. The film was a time capsule of Paris in the eady rg6os Its

wide range of invenrive techniques and unpromPted, authentic, almost

documentary style seized the new sense of modern life in Paris.

Cl6o Victoire (Corinne Marchand), a trendy Parisian pop singer on

the decline, is awaiting the results of a test for cancer. rVhile sFending

two frantic hours contemplating doom, she must face the mosr difficult

moments of her existence. The resuhs of the test, which undoubtedly

will come as an unsympathetic verdicr, are not available until seven

that evening. Dreadfully superstitious by nature, Cl6o immediately

consults a fortune-teller, who, using tarot cards, announces a bleak

future. CI6o must dra\^' nine cards, three for each marker of time: past,

present, and future. The cards disclose the forces of evil and an already

instigated fight, a disease in all probability. As far as her future goes,

there seems to be no wedding in sight, iust the profile of an impending

voyage or departure. Confused, the fortune-teller asks Cl6o to draw

four mote cards to fathom the future, bur this time one of them is the

card of Death itseli The fortune-teller, however, does mentlon a young

man, quite talkative, who may very well be a surprise in Cl€o's iife

after all. The plot is in real time: the couPle of hours of agony that

constirute the entire story line-the total running time is actually

ninety minutes-ultimately oPens up the protagonist to a new rapPort

with ftiendship and love, Iife and death.
Throughout the tribulations of the young artist, Varda translated

into visual impressions the numerous torments of her character' The

camera did not desert Cl€o's footsteps for the entire time as she runs

away from dearh.
To ease her disquiet, Cl6o buys herse.lf a har, then decides to rush

home and receives, as the diva she really is, a visir from her older
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wealthy lover (fos6 Luis de Villalonga) in her lavish white Parisian
apartment. Later, her musician and songwriter come to review some
new material. A series of unsolicited practical jokes forces her to walk
out on them, to desperately put her worries out of her mind. She once
again wanders the streets of Paris, walking through a park, warchrng a
silent film short, and listening to rhe n€ws on a taxi radio, In a park
she meets the stranger announced by the fortune-teller, a young soldier
named Antoine (Antoine Bourseiller), who is on leave from the war in
Algeria. He approaches her, and soon in the conversation she confesses:

CL6or Ai, men, it's nor the same. They would wait for arry
women. They approach them and rhen rhey talL ro them.
Usually, I don'r answer, but this time I forgot. My mind
was somewhete else. Plus, you look so peaceful.

A\TOINE: I am on leave.
Crf,o: And this uniform?

ANToINE: You see, I am half on leave. Half gone, so to speak. I'm
leaving tonight. Yes, tonight it's over. I had three weeks,
but I did nothing, it was too shorr. I like talking with
you. Are you married?rr

Unfortunately, Antoine reminds her that the date is June z r, which
also happens to be the longest day of the year, and at the same rime
the beginning of shorrening days as well as the first day of the asro-
logical sign of Cancer. Although this sudden revelation comes as a
shock to Cl6o, rhe pair quickly befriend each orher, and Antoine, aware
of Cldo's anguish, agrees to accompany her to the hospital ro help her.
At this moment, Cl€o understands rhar Antoine can be considered her
own alter ego before Dearh, since he is only hours away from what
could be his fatal destiny as he depans for the front.

ANToINE: For me, it's more the thought of dying for noching that
saddens me. It's sad to give your life for war. I'd rather
give it for a woman, ro die of love.

Ctfo: Have you ever been in love?
ANToINE: Oh yes, many times, but not as much as I wanted, because

of girls, you know how they are. They're io love, and then
suddenly they love to be loved. They are afraid of every-
rhing, ro commit, ro lose something. Their body is like a
roy, it's not their life. So, me too I srop and take a break.
Sorry to tell you all this, I don't even know you.rg

After a long bus ride through the srreers of Paris, Cl6o finds the
comfort she needs to while away the time and experience a new kind
of hope- 'ifhile both ride at the back of the bus roward the hospital
for the test results, Antoine snatches a flower and offers it to Cl6o-
They stare at each other while the bus nears its final destination. At
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Corinne Marchand (Cl6o) and Antoine Bourseiller (Antoine) in Agnts Vatda's C/y'a

ftn ; n 7 (lda dc 5 a 7, 1962), (Courtesy Cin6 Tamatis).

the hospital, the doctor lets Cl6o know that indeed she will have ro go

rhrough tteatments. As far as the nature of the cancer goes, the audi-
ence is not told.

The actual time of the frlm corresponds to rhe time of the story.
However the shooting, arranged chronologically in thirteen chapters,
lasted two monrhs. (Varda's directorial style is chatacterized by an
obvious penchant for linking elements in a scene via jump cuts.) In an

emblematic New \Vave ractic, Varda combined any approach that

suited her needs: subjective point-of-view shots, a soundtrack that

captured secondary characters' conversations, an open ending with the

denouement left unsettled, and an earnest desire to let the course of

suggestion and ambiguity became part of the viewing. The early scenes
with Cl6o persuasively establish the main character, and clarifu the
nature of her despair, as Varda conjures up a variery of current trage-
dies (for example, events in Algeria) that gradually offer the spectator
a new sense of perspective. Uhimately, the young pop singer stops
playing the roles her admirers expecr of her, when she finds out about
the nature of her cancer and begins to live realistical.ly: "C.[6o is shown
trapped, rellected in the image construction of orhers who narrate her.

This is an image construction in which she in fact colludes by talking
about herself in th€ same terms and by her constanr self-referentiality
through mirrors. By the end of the film, however, she asserts herself
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and abandons the rheroric of both language and refection that would
lix her by leaving behind those who narrare her through their portrairs
of her."re One of the greatest rhemaric renditions of the film is the
gripping representation of a female protagonist whose identiry is epi-
tomized by a simple visual icon perceived by others (men staring at
her because of the popularity of her songs). The narrative represenrs
CI6o's pursuit of her real individuality, eventually to find her real self
despite the adversity of her srate.

In a 61m full of extended silences, one aspect rings with significance:
the deliverance from fear. Cly'o fron 5 to 7's artistic tone noriceably
underscored the visual representation, since the screenplay was fre-
quently organized more as a visual inventiveness than as a conventional
dramatic composition. The lilm also deconstructs the traditionai se-
quence of events, which had never been contested since the invenrion
of motion pictures, and fashioned a new cinema, with a kind of self-
referential critical awareness of the medium itsell Varda found the
perfect equilibrium between the spoken word and rhe power of rhe
image, making her one of the top direcrors of the r96os generation.
(In ry64, Varda directed Le BoxhearlHappixer.r, an abstract and compel-
Iing representation of happiness, which turned out to be her most
controversial film.)

Cly'0 from j ta 7 is accompanied by Michel I-egrand's memorable
composition. Son of music composer and conductor Raymond I-egrand,
Michel (b. r93z) secured narional fame with his work in French film.
Vith the rise of the New $fave, particr-rlarly his work in Jacques
Derny's Lala (.Lola, r96t), Legrand became one of the mosr popular
6lm composers of rhe second half of the rwentierh cenrury. In the field
of musicals, an area to which the French never much contributed, he
llawlessly arranged rhe dialogues of Tbe lJmbrella of Cberbourg (La
parapluie: rk Cherbourg, 19641, as well as rhose o{ Tbe Young Girls of
Rochefort (Lu denoiylles de RuheforL r967). But Legrand's grearesr con-
tributions were his brilliant orchestral compositions fot Demy's Bay af
tbe Angel: (La haie du anges, 1963) and Cl€o from 5 to 7, (n which he
appeared as Cl6o's accompanist). Impressed by Legrand's personal style,
which was deeply influenced by jazz expressions of musical elegance
and eloquence, American lilmmakers began to solicit him for movies-
including Joseph Losey's The Ga-between (r97r); Norman Jewison s
The Tbc,nas Crtwn Aff'zir (1968), for which he received an Oscar
nomination for Best Original Musical Score; and Robert Mulligan's
Sumtner of '42 (t97t), which gave him the Oscar for Best Original
Dramatic Score.
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THE RETURN OF COMMERCIAL MOVIE SUCCESSES

Around 1965, rhe French Nerv \(ave, suffused by the momentum of
aesthetic reaction against rhe traclitian de qualitl. lost ground after
several yeats of transformation. This signilicant deceleration of the free
artistic spirit occurred with tbe return of the French public's interest
in big commercial productions (especially when filmed in color and
Cinemascope), a sort of second wind for the French cinema of qaalitd,
all of a sudden reluvenated with big economical and technical means.
After the mid-r96os, the fundamental experimentations o[ rhe New
\(ave slowly began to be incorporated into more "regular'' produc-
tions, including some commercially oriented movies, each usually
gathering in one feature lilm several of the most popular actors of the
time. Examples include Georges I-auner's Mansieur GaxgJter (Let tafitlnr

f.ingueurs, r963), starring Lino Ventura, Bernard Blier, Francis
Blanche, and Jean Lefbbvre; Gilles Grangier's Tbe Old Guard (Le: uieax
de la uieitle, 196o), with Jean Gabin, Pierre Fresnay, and NoEl-NoEl;
Henri Verneuil's Tbe Sicilian Clan (Le clan det Sicilieu, rq6q), with

Jean Gabin, Alain Delon, and Lino Ventura; G6rard Oury's 
'fhe Bran

(Le cet"ueau, r968), with Jean-Paul Belmondo and Bourvil; and Claude
Lelouch's A Man anrl a Wamax (Un hamtae et tlne fertnu, 1966), with
Anouck Aim6e and Jean-Louis Trintignant.

Directors like Claude lelouch (b. r937) diverged in style and devel-
oped a distinct cinematic image as other lilmmakers, like Frangois
Truffaut, remained more idenrifiable in their lilms (and also srill com-
mercially successful). This was unlike Jean-Luc Godard, who main-
tained an increasingly political flavor in his direcrion. Inspired by
commercial ads as an art form and forrnat, I'image pour I'inaga the
cinema of Claude Lelouch can be delined in terms of a free technique
associated with a natural style.

I-elouch's most famous fiIm, A Man and a W oman, incorporated
several innovations inaugurated by the New rVave: photographic aes-
thetics, a free cameta motion, spectacular view angle, intervention in
the speed of the film, fluidity, and a spontaneity in keeping wirh the
Iife and characrer of the protagonist. Lelouch supplemented a multifac-
eted soundrrack that combined different dialogues, sometimes spoken
concurrently with the music, into an inventive assembly. The chief
opemror (Claude Lelouch himselfl also provided a mode to light sets
by strengthening the meaning or implication of a given shot or scene.
For Lelouch, lilm composition was to be cinematic rather than statrc.
The composirion within any take or sequence was less imperative than
the relationship of that sequence ro those that preceded and followed
it. In ry56, when the Cannes Film Festival opened, Claude Lelouch
was still virtually unknown. \7ith the awarding of the Palme d'or, he
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gained recognirion , and A Man an.l d Wond.r became one of the most
prominenr productions of the decade outside the French market.

This flawless love story between a man and a woman, despite their
past wounds, took rhe viewer rhrough several levels of enchanted roman
populaire. Jean-Louis Trintignant, as a race car driver, and Anouk
Aim6e, as a scriptwriter, are haunted by the memory of their respecrive
lost loves (both are widowed). The music score became one of the most
emblematic of the r96os, (especially at the time of the popular "scop-
itones," rhe ancestor of the video clips) with its catchy tune from
Francis Lai sung by Pierre Barouh and Nicole Croisille.

Lelouch's countless technical abilities rapidly combined to become
his own personal style, recognizable in the most daring projects
throughout the r97os and r98os. Although using movemenr and
consranr hand cameras, he never quite fit into the category of New
\(ave directors since his thematic approach was nor utterly pam of a
reaction. Lelouch initiated a long series of feature 6lms, all highly
praised for the llamboyance of his improvisarory filmmaking pro-
cedures, the techniques of which alternatively scrutinized reality or
presented his own idiosyncratic visualization of it (ultimately intercon-
necting the two to create a uniquely abstract effect).

Although unremittingly attacked by the New \(/ave, commetcial
cinema reemerged in the r96os with the same genres and predomi-
nance for literary adaptations. On the screen, Georges Simenon re-
mained the favorite for rhriller movies now interpreted by Jean Gabin.
One of the countless examples of popular gangster movie revivals was
Any Numher Can Win (M(lodie er sounol. t963) by Henri Verneuil
(r9zo-zooz), which was the very first collaboration berween Alain
Delon and Jean Gabin (they would renew the experience in The Sicilian
Clan, a.garn directed by Verneuil).

Adapted from John Trinian's novel Tbe Big Gm| the story begins
with the release of professional gangster Charles (]ean Gabin) from the
penitentiary. Once at home, where his wife Ginette (Viviane Ro-
mance),a" has been waiting for his return, his new ambition is indeed
quite ambitious: Cannes's Palm Beach Casino. Charles has already
designated two accomplices, Francis Verlot (Alain Delon), a young,
idle delinquent whom he met in prison, and his brother-in-law, Louis
(Maurice Biraud), a mechanic who will serve as chauffeur during the
operation. Vhile in Cannes, Chades organizes the robbery and begios
ro familiarize himself with the schedule and every move of Mr, Grimp,
chief accountant of the casino. The rurnover of each night is placed in
a safe in the basement of the casino. Francis's mission is to gain access
to rhe backstage of the music hall. For this, he must seduce one of the
young dancers in order to enrer rhe theater freely. He will rhen have
to scale the rooftop, get into the air vent in order to make his way
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Jean Gabin (Charles) in Henri Verneuil s An1 Nrmber Can Vix (.Miladie n n*t-u/,
r963), (Courtes]' of BIFI/O Roissy Films).

down to the basement level without making any noise. Llowever, the
young gangster does not tutn out to be as skilled as Planned. He
wanders aimlessly berween the rich and famous cusromers and ends up
being photographed by reporters. Eventually, Francis reaches the base-
ment and places himself on top of the elevator. 'When the accountant
comes out he jumps into the elevator and poi[ting his gun at them,
gets the money, and takes off. The next day, the newspapers have front
page photos showing customers gambling at the casino a fcw hours
before the holdup. In one photo, one can cleady see Francis in the
background. In a panic, the gangsters must leave immediately. They
take two bags containing the loot across rhe hotel swimming pool
area, where at that moment the police are conducting their investiga-
tion. The police get so close to Francis that he is forced to discretely
release the bags into the pool to avoid drawing attention. The result is
just the opposite; the bank notes begin to lloat out of the bag and fill
the entire pool.



2  4 2 FRENCH CINEMA

With more than 5oo,ooo tickets sold in Paris during its first week,
the commercial success of Az1 Nwnber Can Wlz was guaranteed as rt
secured a selection in the 1964 Cannes Film Festival. The scenario by
Albert Simonin, with dialogue by Michel Audiard (r9zo-85), in-
cluded such memorable lines as Jean Gabin's explanation of the success
of the future robbery: "Dans les situations critiques, quand on parle
avec un calibre bien en pogne, Fersonne ne conteste plus. Y'a des
statistiques l i-dessus,' '+' Francis's description of the honesty of his
brother-in-1aw: "Louis? Il est d'une honn6tetd monstrueuse, un vrai
pervers, enfin je veux dire . . . il n'a jamais eu une contredanse quoi."1'
Audiard's other commetcial successes included Tbe XlagniJicent Tramp
(Archindle, le clacbarrl tc;59), Tbe Old Guard, Tbe Coanterfeitas af
Paris (Le cate rc rebiffe. t96r), A Monkel in \Yinter (Un shge en hiter,
19621, Tbe Gentleuan fram Epson (Le gentlenan d'Ep:om, 196z), Momieur
Gdngster, roo, ooo Dollars au soleil (Cext nille dallar: au nleil, -1963),
Tbe Prafessional (Le prcfusionne| r98r), and Undu Suspicion (Garde i uue,
r98  r ) .

The return of the tradition de qualitt was also due to the solid
performances of several box office hit comedies. French comedies of the
r96os, such as Phillipe de Broca's That Man frorn. Ria (L'hontne de Rio,
1953) and Cbinese Aduentures ix Cbina (Let tribalatioxt d'un Chinot et
Cbixe, ry61, and Edouard Molinaro's Oscar (Oscar, 1967), were more
than ever based on the wodd of vaudeville. The phrase cin&w de
bouleuard was even created during the return of the popular comedy.
One of the most spectacular comic outbreaks was the case of comedian
Louis de Funls (19r4-83), who beneEted from his association with the
other great comedian of the time, Bourvil (r9r7-7o) (de Funbs ap-
peared as Jambier, the crooked butcher, in Claude Artant-Lara's Four
Full Bagt/La trauersde de Paris, t916, which starred Bourvil). Having
played innumerable supporting roles during the r95os in French and
Italian 6[ms, de FunBs was finally able to see his career rewarded wirh
Gdrard Oury's Tbe SucAer (.Le comiaad, 1965). On stage, de Funis
gained additional fame for his work in rhe comed,y Otcar (t967), which
was eventually adapted to the screen from Claude Magnier's play, Oscar
(1958). Following these double successes) he appeared in commercial
hits such as Oury's Delusions af Grandeur (l,a folie dts grandcurl t97t)
and The Aduentura of Rabbi Jacob (Les aaentaret de Rabbi Jacab, t911,
Claude Zidi's The tVing or the Thigb (L'aile oa la caiste, r976), and )ean
Girask's The Mivr (L'atare, 1979) and Ld raupe &ax choux (t98r). kr
1965, Le comiaad created the biggest box office revenue since Henri
Verneuil's comedy The Cr:ru- and I (l-a wche et le P^zr1der, r9j9).

In Le caniaud, Antoine Mar6chal (Bourvil) gets involved on his way
to Italy in a cat accident with a rich and obnoxious businessman,
Saroyan (de Funis), owner of a large import company, who invites



Louis de FunEs (Saroyan) and Bourvil (Mat6chal) in G6rard Oury's The Sacka (It

carniard, 1965), (Courtesy of BIFI).
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Louis de Iunds (Stanislas) and Bourvil (Augustin) in G6rard Outy's Don't Loa& \Ye're

Being Shot At (La grande ulratille, r966), (Courtesy of BIFI).
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Mar6chal to his of6ce rhe next day to sertle the matter. Indeed, to
assuage Mar6chal's troubles (he has lost his CitroEn z C.V.),ar Saroyan
offers Mardchal a one-way plane ticket from Paris to Naples on the
condirion that, for the return, Mar€chal would drive Saroyan's Cadillac
to Bordeaux. In reality, Saroyan is a gangster trying to smuggle drugs
and diamonds into France inside his luxury car. He and his accom-
plices, as rvell as a rival gang, follow the car at a distance, while
Mardchal, too busy enjoying Italy and its young female hitchhikcrs,
does not bother ro look back as an extravagant gangster chase rages
behind him. After innumerable escapades, Mar6chal finally arrives in
Bordeaux with the Cadillac in one piece, oursmarting the gangsters
who would exploit him. The quality of the scripr, the liveliness of the
dialogue, the frequency of the gags, and the hilarious confrontations
between the honest Mr. Nice and rhe cunning manipulator made this
burlesque farce one of the most popular with French audiences.

Following the narional success of The Sucker, Oury once again
teamed Bourvil and de FunEs in anorher commercial coup, Don't Loak
Naw lVe're Beixg Sbot At (La grande uadrauille, r966). The srory takes
place during the Nazi Occupation, when an English fighter plane is
shor down over Paris. The three parachuted fliers land in three different
places. \While German police pursue them, Stanislas (Louis de FunEs)
and Augustin (Bourvil) accomplish feats of skill tq conceal the English-
men. After numerous advenrures, they decide to smuggle the three
Englishmen out of the occupied zone, ar rimes disguised as German
soldiers. \(ith the help of a glider, they eventually pass the fronler.
To this day, Dan't Loah Nau, remains the most popular movie in French
film history, with more than seventeen million spectators (not inc.[ud-
ing its innumerable reruns on television). The success of rhe film was
due mainly to rhe success of The Sucher the preceding year and the
association of two radically different comic rypes, Bourvil and de
FunEs, who were the most popular comic acrors in France at the time.



Chapter 6
French Cinema of the 1g7os

Ma1 '68: A Neu' C*lraral Era

Econonic Assessment of Frencb Cinema

Tbe "Scandal" of the Cinimatbique Frangaise

Politia Cinema as a Neu' Genre: Louis Malle, Josepb Losey,

and Costa-Gatras

Tbe L,a.st Days of tbe Frencb Polat: Jean-Pierre Mebille and

Henri Verneuil

Tbe Ham.a.nists' Scbool: Claade Sautet, Frangois Truffat4

antl Eric Robnet

Tbe Stot"vtellers: Bertrand Blier ancl Bet'ttand Tanernier

Numerous film critics and historians have maintained that French

cinema after 1968 was visually overpowered by a nostalgia for the New
'Wave and the venerarion that movement elicited from the media. The

visual prominence of the New Vave and the tevelations it brought to

world cinema were a landmark in modern filmmaking. Indeed, for the

new {ilmmakers of the r97os, taking over its legacy was a diffrcult
task. The rhree major movemeflts which occurred during the post-

1968 era can be described as follows: first, the coming of a brand-new
genre, labeled the "political thriller," which gradually began to replace

cooventtonal polars (crime movies) born three decades eadier; second,
the emergence of newcomers such as Bertrand Tavernier and Bertrand
Blier, who gave a fresh start to a new generation of young filmmakers
(many of whom are still active in film producrion today);' and thrrd,

the ascension of humanist film directors such as Ftangois Truffaut, Eric

Rohmer, and Claude Sautet, whose successful rendition of one of rhe

most prolific periods in film history incorporated powerful reflecrions

of the medium itself. Because the rgTos were characterized by an

unprecedented liberalist wave (1974 represented the last year for crne-

matographic censorship), three decades later many film productions of

that petiod appear forever modern, relevant, and truthful in their

reoresentation of chc spirit of rhe rimes.
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Aside from mainsrream cinema, the development of the erotic and
pornographic film industry characterized a cultural transformation rn
the post-'68 era. The last bastions of "correctness" and conservative val-
ues ceased to be obstacles to physical representations of the body as
well as the mental dimension of sexuality. Born wirh the events of the
late r96os, one of the mosr popular and powerful slogaos associared
with the concept of freedom was Faitet l'amour, pas /a guerre (Make Iove,
nor war), which indirectly contributed to the gradual rise of erotic'
filmmaking (]ust Jaeckin's Enmaxuelle. in 1974 initiated a series of
soft-core porn movies known as "Emmanuelle lilms," starring Sylvia
Kristel).a Although already present during the initial years of cinema
as a form of entertainment, eroric and pornographic lilm producrionst
increased dramatically and developed as a money-making industry in
rhe mid-r97os. This trend, evolving apart from mainstream cinema,
seryes as a reminder rhat the real era of liberalism started in rhe r.)ros
and not in the r98os. The phenomenally successful trend of l iberal
and progressive movies of this period can be considered the direcr
outcome of a social and polirical sea change in attitudes toward sex
and other taboo topics. (Some film historians argue that it was the
consequence of an ill-fated reaction toward a society in decline, the
main escape of which was a creation of artificial desire.)

MAY'68 AND AFTER: A NEW CULTURAL ERA

The events of May 1968 were a turning point in lrench history. On
May 3, 1968, police forcefully evacuated more rhan 5oo striking
students who were at the time occupying the Sorbonne. On May r3,
rvorkers joined students in the protest wirh a revealing slogan undeni-
ably captnring the spirit of the times: Dix ans. ga wfft (Ten years are
enough). For many, it was the beginning of a new era, culturally,
socially, and politically. After an entire month of general strikes, the
Agreements of Grenelle were signed by Premier Georges Pompidou,
who consented to raise the minimum wage by 35 percent: life could
start anew. On May 3o, close to a million Parisians walked down the
Champs-Elys6es in suppon of Charles de Gaulle's regime and indi-
rectly heralded a large right-wing victory in the coming elections.
Although de Gaulle had dissolved the National Assembly, rhe conser-
vative maiority not only claimed victory ar the legislative election rn
June 1968 but also gained an unanricipated absolure majority. How-
evef, the signs of rejuvenation within French society corresponded to
the end of the Gaullist era.

Following the rejection of his referendum for regional teotganrza-
tion, de Gaulle resigned in April i 969. From that moment, many
political observers anticipated that the Fifth Republic would quickly



Frcncb Cinena of the r97os 2  4 7

disintegrate since the configuration of the presidency had been tailor-

made for de Gaulle. Nevertheless, afrer de Gaulle's death on November
ra, r97a, Georges Pompidou replaced the former president with no

trouble at all, despire the oil crisis of t973 thar was sparked by the

Arab-Israeli conflicr. The unexpected death of Pompidou in t974

corresponded ro the end of a period commonly called the Trente
glorieuses (the Thriving Thirty).

The conservative Val6ry Giscard d'Estaing, Pompidou's former fi-

nance minister, was elected president in \974, defeating Socialist
leader Frangois Mitterrand in a close election. For the first time srnce

\Codd War II, industrial production began to decelerate, unemploy-
ment suddenly became a growing political and social issue, and infa-

tion became widespread. The new government! led by the young

president, carried out a reform program that immediately favored

young voters; it changed the voting age to eighteen and Paftially
legalized abortion. Meanwhile, Mitterrand, who had already lost two

presidential elections (1965 against de Gaulle and 1974 against Gis-

card d'Estaing), persuaded the Communists to merge with the Social-

ists in drafting what was to be called le prngrarne conruun, a project rhar

united the parties in fi.rture elections and in an eventual coalition
government. It quickly occurred to political observers that the Social-
ists had made considerable improvements at the Communist Party's

expense, and consequently many Communist Ieaders felt left behind in

the "common program." The repudiation of the agreement came at the

worst moment for rhe kft since the dissensions enabled conservative

forces to keep a majority in the National Assembly in the 1978

legislative elections. On the conservative side, political dissension also

existed, as Prime Minister Jacques Chirac resigned in 1976 from his
position to create a new Gaullist party called the Rassemblement pour

la R6publique (RPR), appointing himself its general secrerary' Mitter-

rand's victory in the presidential elections on May ro, 198r, broke

new gtound in the country's political landscape and rerminated a long

and eventful decade, which began and ended with cultural euphoria.
In a wa]', the r97os were born in the events of May'68 and can be
seen today as a cultural benchmark in French history; the decade ended
in May rg8r, which can be considered one of the major polit ical

landmarks of twentieth-century French history.
The rqTos can best be described as one ofthe most sensitive periods,

reflecting the anger and impatience of the post-'68 era.6 Outside the

political realm, the r97os were an extremely prolilic period in French

cultural history (as seen in the r9i7 inauguration of the Centre

Georges-Pompidou, most commonly called Beaubourg)- The explosion

of new values infiltrated many different sectors of society such as social
laws, trade unions, language, education, sexuality, and family values
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In 1972, one of the most significant trials of the cenrury was ar rhe
cenrer of a media storm, as judiciary, political, and medical insritutions
were vehemently contested. Divorce (by mutual consent) was finally
authorized by law, and the controversial Veil Law was passed, which
considerably improved access to birth control for women and legalized
abortion.

This was a prolific time for women, particularly in the film indusrry.
\(omen could now advance in a profession that had been heavily
influenced and controlled by men. As film historian Susan Hayward
stated, "The improvement of women's legal status and the legalisariun
of abortion certainly reflecred Giscard's heeding of the claims of the
women's movement in France which post-r968 had become extremely
vocal and consolidated in its demands. Directly v.ithin cinema there rs
a manifest artestarion to the presence of women on a political front
by the greatly increased number of women making feature 6lms,
particularly in the second half of the decade. During the whole of the
decade, some thirty-seven women lilmmakers made their first feature
fi lms."'The r97os also witnessed the l irsr MLF (Mouvement de l ib6r-
arion des femmes, equivalent to the American National Organizacion
for Vomen) demonstrarions.

In literature, Jean-Paul Sartre's ideas, although no longer as highly
regarded by French intellectuals, allowed him to remain hugely popu-
lar among the young, the working class, leftist intellectuals, and espc-
cially the media.s Paradoxical as ir may seem, Sartre's own persona
surpassed his ideas. Structuralism, Ied by philosophers Jacques Derida
and Michel Foucault and psychoanalyst Jacques Lacan, became the
prevailing intellectual school in France and abroad. It gradually re-
sulted in docrrines designated as "poststrucruralisr. '' In addition to
new intellectual and philosophical concepts, May '68 triggered an
awareness of third world problems, anticapitalistic and anti-Amencan
points of view, the beginning of ecological alertness, and the develop-
ment of environmental organizations (especially those against nuclear-
power plants, such as in the Larzac region).

The post-'68 era allowed the French ro take advantage of the return
of consumerism generated by a leisure society (by the end of Pompi-
dou's term, two-thirds of French families owned an automobile).e An
authentic national transportation network became a reality on October
2g, L97a, with the inauguration of the long-awaited firsr interstare,
labeled Auroroute du Sud Lille-Marseille. More than three decades
after rhe lirst paid vacation granted by the Popular Fronr in 1936,
which sent thousands of French workers to discover rhe countryside,
French vacationers were able to enter the modern age of highway
rravel. But a thriving economy (unemployment rarely exceeded more
rhan two percenr) came to a screeching halt in France with the first oil
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crisis'" in r97j. If the previous decade was dominated by economrc
ptosperity and surplus, the new one is remembered for the inrerna-
rional economic problems rhar were triggered by oil crises, the begin-
ning of gradual and massive unemployment, and the paradoxical but
insidious growth of inflation.

ECONOMIC ASSESSMENT OF FR-ENCH CINEMA

In May 1968, the professionals of the French film industry organ-
ized rhemselves under rhe title Erats g6niraux du cin€ma (Generat
Estates of Cinema), a designation reminiscent of the idealistic pre-
revolurionary concept intended to herald major political and economic
reforms. A few years later, the first signs of change in frlm productions
became noticeable. In addition, the CNC (Centre National de la Cind-
matographie), on which authorizarion visas as well as censorship com-
mittees depended, centralized all cinematographic activiries and
productions afound the Of6ce radio-r6l6vision frangaise (ORTF). The
conseryative state monopoly, which served as a direct division of the
government to determine the visual culture for the nation, had begun
to modernize its policies. However, French television began its race for
power as the ORTF was split into four different companies TFr,
Antenne z, FR3, and the SFP (Soci6t6 frangaise de production) all of
which later became major partnets in film production." During the
second parr of the decade, the four companies steadily increased therr
activities in film as the number of movies screened on national televr-
sion as well as films made for television grew annually.

The auaxc-es tur recettes (financial advances) program continued to
grant Ioans to producers of full-length feature films based on screen-
plays. After a film generated profits, the loan was to be paid back
directly to the stare. This financial aid was usually earmarked for
newcomers to the hlm industry, who withour this particular type of
loan did not have the funds to complere their first assignments. One
of the changes in French cinema in the new decade was the emergence
of different types of financial sources. No longer waiting for financial
assistance from large film companies, many young directors (as well as
other auteurs) financed feature films (for example, Robert Bresson's Zle
Det:il Prr'&ably/Le Diable prc,bablernent, r9j1) with the assisrance of cor-
porations, such as smaller film production companies, and eventually
French television itsell

One of the very 6rst agreernents between French television and the
lilm industry was to establish the feasibiliry of their future cohabita-
tion wirhin the so-called PAF (Paysage audiovisual frangais, the au-
thoriry in charge of official statistics for the film and audiovisual
industties). ITith a maximum of ro percent of the entire broadcast
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dedicated to film projections (half of rhe loo 6lms broadcast were to
be French productions), the French lilm industry halted the decline in
production, especially in comparison to Italy and England in par-
ticular. FIowever, the situation was far from economically secure for
new producers and filmmakers. Although at first appearing to be a
fearfirl competitor of the film industry, French television contributed
in a not negligible way to the resuscitation ctf the cindphilie" rr'ove-
ment. In r97r, the first cind-club was created on channel Antenne z,
which was followed in 1971 by an analogous program entirled 

''Ci-

n€ma de minuit'' on FR3. Each week, both programs screened French
film classics and other world masrerpieces. The majority of viewers
were new) having never set foor in a cixt-chb." In addition to the late
night shows, French television, wirh the assistance of advertising ty-
coon Georges Cravenne and under the presidency of Jean Gabin,
started to broadcast in February 1976 the newly formed French Acad-
emy Awards ceremony, created for the occasion, called the C6sars
(Acad6mie des ans et rechniques du cin€ma).'a Similar to its Amelcan
counterpart, the French Academy Awards ceremony attracted record
audiences and undeniably served as a greer commercial opportunity for
the industry.

If the means of production underwent many changes, the distribu-
tion networks remained unaffected in their organization. By the r97os,
most movie theaters in France were locared within city limits and were
owned by large disrribution companies. Beginning in the early r97os,
many of the older theaters began to be divided into two or more
smaller theaters because of decreasing attendance (an indirect cause of
free television as a new device for home entertainment). The number
of large theaters, which had been extremely popular during rhe post-
war e!a, decreased dramatically and left the space wide open for
smaller-size theaters. For exhibitors, rhe advantage of smaller
auditoriums was the speedier roration of feature films, as opposed to
larger theaters, which were obligated to screen films for a longer period
of time. The declining situation was all the more difficult to manage
now that French audiences attended movies an average of a couple of
rimes a year as opposed to th€ immediate postwar era, which expert-
enced at least three rimes more artendance, Vhen theater viewetship
slowly began to resume in rhe mid-r98os, multiplexes became the
standard and quickly expanded in urban and suburban shopping malls.
As far as the exhibition companies were concerned, the situation in the
early r97os became alarming. Despite the huge changes in the crne-
matographic and economic landscape, the internal structure of movie
rhearers never quite adjusted to the changes and as they diminished in
size and numbers, filmgoers' atrendance lessened.

Did French moviegoers recognize themselves through French flms

IJRENCH CINETTA
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in the post-'68 era? Probably. Most Nerv \(ave films rarely chronicled
the fait: de soci1td (real-hfe chronicles), nor did they make faithful
representations of everyday life. Once the wake of the French New
\X/ave dissipated among general audiences, French cinema ofthe r97os
appeared as a much more transpafent medium since its thematic con-
tent translated not only the state of mind of an eventfll era but also,
uniquely, the physical and emotional background of contemporary
society. Despite the huge transformations generated more than ten
years earlier by the directors of the New lflave, French cinema did not
fundamentally alter its cinematographic standards or the modes of
visual consumption. The attempt to transform French cinema radically
and exclusively into a full-fledged medium of the Seventh Art failed as
audiences expressed renewed interest in commercial films'1 (rvithout

denying nevertheless the appreciation fot the New rJ(/ave). Conse-
quently, literary adaptations and big-budget comedies were favored by
investment companies-the qua/itl frangai:e was back. But despite
popular demand and sudden mood variations the spirit of May '68 and
its aftermath remained very much alive in French cinema of the r97os.
Militant cinema, new types of commercial cinema, and theoretical

discussions captured for the first time the curiosity of accomplished
filmmakers. Although not ahvays reliable in format, French films were
politically thorough, regularly inrervening at every level of society,
such as social reevaluarion, political contestation, and cultural interro-
gation (fur example, Jean-Luc Godard's Tout ua bien, t91z). "fhe nu-
rnetous Jilus nilitantt wete, however, limited in their audience appeal
and did not last long at the box office.

One of the biggest headaches of militant and out-of-the-mainstream
cinema was the financial disrance separating production and actual
distribution. The risk run by a distribution company was aln'ays great,

and the only guarantee for a l mmaker to have his or her iilm com-

mercialized was to secure a distribution deal before shooting. For the

new filmmakers of the post-'68 era, unlike the young directors of rhe

New tJ(ave ten years before them, the approach to cinema represented
a different reality in comparison to the obsracles iilmmakers such as

Jean-Luc Godard, Frangois Truffaut, and Alain Resnais had to face.
Their auteur "responsibility" was an already endorsed factor this timc

wirh no establishment to challenge and no respectability to secure. In

fact, the r97os turned out for many New \Wave directors (with the

€xception of several films made bv Truffaur) to be a decade of fruitless
productions for aestheric and professional reasons since most of them

did not follow the main current dictated by popular audiences. Alain

Resnais did nor produce any significant pictures aside ftom Sta"-isky
(Staoitky, r<17 4) and My Ametican Uncle (Mon oncle d'Arulrique. r98o)i6

Claude Chabrol mainly produced run-of-the-mill commercial assrgn-
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ments such as The Tuitt (Foliet boargeoiset 1975) and lnnacext witb
D)rty Haxd: (lwtoceatt aux mains sales, 1975), rhe exceprions being
serious accomplishments such as Violette (Violette Naziire, 1978) and
The Hor:e of Pride (Le cbexal d orgueil, r979); and Louis Malle, excluding
Lacambe Lucien (Lacoabe Lacien, 1974), did not produce representative
aftisaic contributions and eventuallv left for rhe United States.

THE . 'SCANDAL'OF THE CINEMATHiQUE
FRANEAISE

Founded by Henri I-anglois (t9t4-77) in rcS36, the Cin6mathdque
frangaise (see the discussion on page zo8) rapidly became the most
important film archive in the world. At a time when movies were
considered an inconsequential enrertainment medium, the Cin€ma-
thique found them a sophisticated art form and sought to preserve
them. The Cin6mathdque gradually gained financial security through
regular government subsidies in order to maintain good care of its
enormous volume ofstock and srare ofpreservation. Eventually gaining
a majority ofshares in the institution, however, rhe French government
decided on February 9, 1968, ro replace Langlois as its head with
Pierre Barbin, a more financially responsible civil servant (in drrect
opposition to Langlois's lack of organization that was described by his
detractors). Part of the allegations against Langlois involved negli-
gence, not only with respect ro financial maters, but also at the level
of institurional organization. On several occasions this negligence led
to the deteriorarion, or even disappearance, of films, as well as other
negative financial aspects. Indeed, the problems were nrmerous, {rom
decisions on the lilms to be purchased to the sroring of new acqursr-
tions under difficult conditions (light, temperature, and humidity) and
classifying them inro records in order to allow them ro be viewed
without damaging the copies. Andr€ Malraux, at rhe time the Minisrre
de la Culture (secretary of culture), was severely criticized by the press,
in particular by Let cahiers du cin6rna. for the sudden decision and more
importantly by the entire French-film indusrry- On February t2, t968,
more than three hundred filmmakers demonstrated their dissent with
the government's decision to eradicate Langlois's leadership in what,
in rheir minds, was the founder of the greatest film institution. A
couple of days later, several thousand demonstrators gathered in sup-
port of the movemenr (as a prearranged rehearsal of the furure events
of May) in the garden of the Trocad6ro in Paris. The confrontacion
with the police resulted in several injuries (lean-Luc Godard even losr
his glasses that day).

Immediately aware of the scope of the movement, a number of
French directors founded the Comit6 de ddfense de la Cin6mathBoue
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(Cin6mathbque Defense Committee), including rhe omnipresent Fran-

gois Truffaut, Jean-Luc Godard, and Claude Chabrol, as well as old-

school veterans Marcel Carn6 and Jean Renoir. On April zz, after

countless hours of negotiations between the government and film-

industry representatives, the government hastily reinstated Langlots as

director of rhe Cin6mathdque. A few years later, on June 14, 1972,

langlois achieved his lifetime goal: the creation ofa museum dedicated
to lilm (Musde du Cin6ma) at the prestigious Palais de Chaillot in

Paris.
Afrer Langlois's death in 1977, the Cin6marhEque went through

another major crisis. A frre in r98o, in one of its stock rooms, led to

rhe loss of several thousand reels- (Subsequently, the Cin6mathEque

budget increased from seven to twenry-three million French francs.)

The question of film conservation and restoration was once again

raised. This time the answer was a new type of lilm preservation:

cellulose acetate and polyester-film base. Despite the fact that film can

be indelinitely duplicated, few have been preserved to this day and

many are still in poor condition.'7 The difliculry in maintaining film

stock contribured to the lilm industry's negligence in preservation
The Langlois case was long remembered since it concomitantly came

to symbolize the unavoidable disconnection between the French gov-

ernment's rigid administration and the unpredictable evolution of a
nation's artistic crearivity. In such a difficult context, French cinema
proved once more, just as it did on January 4, 1948 (see chapter 4), a

deep kind of collecrive vision regarding the future of the medium.

Jean-Luc Godard said about Henri Langlois thar without his precious

concourse, "Lumibre, M6liis, Griffith, von Stroheim, and others would

have died twice.'' On the other hand, the cost of the vicrory was for
this prestigious institution to see state subsidies gradually diminish
during the coming years. Although morc remote in chronological
comparison, the history and vicissitudes of the Cindmathbque are not
directly linked with the events of May '68, despite the Presence at
both rallies of personalities like political activist and student leader
Daniel Cohn-Bendit, who like many professionals of the French film
industry continued to support the cause of culrural integrity.

POLITICAL CINEMA AS A NE\T GENRE: LOUIS
MALLE, JOSEPH LOSEY, AND COSTA-GAVRAS

According ro film historian Jacques Siclier, "French society of the

r97os resembles that of the victotious Second Empire. It is dominated
by the culr for money, extensive urbanism, and linancial greed gener-
ating real estate scandals in which the political class in power becomes
entraooed."'3 It seemed as if French cinema's creative innovations
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sralled after 1968. The grear €xplosion of new talent and approaches
to filmmaking did not survive into the next decade. Ho.ivever, with
the subsequent social makeover triggering innumerable changes of
thought and behavior, rhe post-'68 era gave birrh ro a new cinemaro-
graphic genre: the politically oriented narrative.

The primary goal of polirical lilms was to represenr French socrery
realistically, including its socia.l injustices. Ar the same time, it at-
ternpted ro invent a new cinematography, a new kind of coherence
linking extreme polirical ideology (mosrly leftist) with a highly inrel-
lectual cinematic discourse. As film historian Jean-Michel Frodon de-
fines it, "Within this narrative cinema, the aurhenric new'polit ically
oriented'l i lms that characterized this period were no longer the quest
for narrative pleasure in collective values but rather in the appreciation
of individuals-what can be undersrood as a linguistic manipularion
is eventually considered revolutionary. "'e In its exclusive forrnat,
French political cinema was en route ro a thorough examination of the
social structures of society and of the redefinition of individual rights
versus the social order. In the post-'68 era, movies and politics were
immediately pur in the sporlighr with the success of Costa-Gavras's Z.
followed by The Cat{es:ian (L'atu, t91o). From now on, political
movies wete also successful among popular audiences as rhey showed
signs of crystallizing into an ideology or woddview.

\Tithin the French lilm industry, one of rhe mosr significant iniria-
tives of this period was the crearion of a politically orienred parameter,
the Soci6td des r6alisareurs de films (SRF). This new association pro-
moted hlmmakers ro a more recognized starus within the industry (in
comparison with, for instance, technicians and producers). ft also esrab-
Iished its own lilm festival, called the Quinzaine des r6alisateurs, in
1969, which to this day functions as a preselecrion phase for the
Cannes Film Festival as well as a "detection apparatus" for new talent.
This parallel film festival offered more ambirious choices, as feature
films chosen by their thematic conrenr were openly more poliricized as
a direct result of the nerv consciousness rhat surfaced after 1968 (e.g,
in comparison with Cannes, there was a larger number of young
directors and easief access to the competition among a wider number
of countries).

After r 968, Jean-Luc Godard, who was noticeably no longer willing
to bear the emblem of authorism alone, began ro shun a certain mode
of lilmmaking that he considered intellectually and politically "com-
fortable," thereby initiating an almosr silenr crusade in militant film-
makrng (Tout ua bie4 t912, srarring Yves Montand and Jane Fonda).
In his attempts to define his new political filmmaking, Godard devel-
oped the idea of experimenral wofk, but this rime not conceptually
nor technically. The goal was to research and no longer ro deliver a
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Yves Montand (the depury) in Costa-Gavras s Z (2, 196), (Photo courtesy of the

Ir{useum of Modern Art/Iilm Stjlls Archive/O KG Productions)

cinematic messaSe. Despite the risk of a certain dose of incommunicc-

bility, which ultimately permeated his narratives and discouraged

many of his admirers, Godard's militanr cinema remained vital for 6lm

studies throughout the decade unri l  his comeback in the rgSos His

professional irinerary recalls the rrend adopted by the Cabias da cininta

at the same time. \(illiam luhr thus summarizes the linancial and

mental siruation in the editing rcom of the Cab)er:

Along *'ith the total radicalization of Godard rvas the leftward slide of

Cabiat du citira. By 1969 [Frangois] Truffauc and [Eric] Rohmer,

formerly the cornerstones of this most famous of lilm journals, found

themselves completely alienated from its positions. Truffaut ceased giv-

ing it linancial support. Rohmer excoriated it in several intervien's

Cahiers, l.ke Godard, was committed to a Marxist position, to such an

extent that it excised from its pages everything that had as its goal the

reflection of cinematic pleasure. Out came photographs and reviews of

popular 6lms. Out came the interest in American cinema ol in the New

\(/ave. Soon advertising s'as dropped. Consistent to the end, it had to

withdras.from the standard disttibution companies that had seen to its

popular diffusion. For four years Cahier followetl this ascetic policy,

returning by degtees to the Popular journal it once was. The results

have been mixed. Its theoretical rigor utterly renewed the str-rdy of

cinema in France, Great Britain, and the United States And its team

of editors, like their predecessors, ten years earlier, fought their way
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inro the margins ofthe cinema while sriving ro maintain their political
purity.'"

One of the most common llaws among rhe leading directors of the
New \7ave, in their desperate attempt ro shift roward a more politi-
cized and radical view in filmmaking, was the absence of a strong and
perceFtible storytelling device. Realiry rhrough a rransparenr medlum
could no longer motivate crowds inrellectually, much less atract au-
diences to revisit movie rhearers. unless alons with this coherenr
realistic discourse movies combined accessible cinemarographic lan-
guage. This explains why most of the rime popular audiences preferred
films featuring streets, cities, and life in general rhar would be as easily
recognizable as their daily routines. Protagonisrs had to resemble
closely those who shared their quoridian exisrence, namely, the audi-
ence. In the eady r97os, Godard was unwilling to compromise for
public consumption his longtime Frofessional friendship with Frangois
Truffaut, since both directors took very different approaches in their
lilm careers (Godard reproaching Truffaut for doing "commercial"
cinema and thus betraying the ideals and foundations of the auteur
theory). Although Truffaut was by then clearly preaching for intellec-
tual independence, Godard's srraregy was entirely opposed to the in-
tellectually compromising and pragmatic tralectory of his former
colleague and friend."

The canon of this politically inclined cinema often represenred fic-
tional narratives involving ourcast characrers as in films like Louis
Malle's Lacaube Lucien (Lacatnbe Lucien. ry74). Twenty years after
Claude Autant-Lam's F0 r Full Bagr (l,a traaenfu le Paris, r9j6), Louis
Malle's Lacortbe Lucien again artempted ro reevaluate rhe glamorous
and undisputed image of urban resistance during the Occupation.
Based on a script wrimen by Patrick Modiano, l-acambe Lucien sought
to fe-create another reality that was radically opposed to rhe herorc
concept of parriotic dury.

Based on Malle's own experiences in France during rhe Occupatioo,
rhe film narrates rhe difficult choice sevenreen-year-old farmer Lucren
(Pierre Blaise) must make during the last days of the Nazi presence in
France. Disturbed by the absence of his father, a pfisoner in Germany,
and the infidelity of his mother with her employer, he now works for
the German police, afrer having failed to join the Resistance. Unluck-
ily, he falls in love with a young girl, France Horn (Aurore Cl€menr),
who is the daughter of a wealthy Jewish tailor, and consequently
attracc the wrath of the Gestapo as well as the unsymparhetic Resis-
tance nghtefs,

In Malle's film, there is no longer innocence or guilt but simply
mistakes in each individual's existence. a sort of oredestined and insur-
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mountable pathway, Severely criticized for its ambiguous positron
toward the responsibility of those who enrolled as collaborators, la-
cambe Lacien took the defense of what had never been questioned before.
Far from staining the heroism of the French Resistance, rhe film put
into perspective, through emotional dissociations, the entire {irnctton
of the Resistance's cause without ever making a moral or value judg-

ment. As a result, its screening, although three decades after the events
depicted, remained controversial for years since it altered the tradi-
tional rendering of the glorious accomplishments of the Resistance.
Lacombe Lucien, with a score by Django Reinhardt, which was by
contrast universally esteemed and very popular, earned a nomination
for Best Foreign Film at the 1974 Academy Awards and non the prize
for Best Film ar the r914 British Academy Awards.

Also offering a retrospective investigation of an atypical approach
ro the Occupation was a film directed by Joseph Losey (r9o9 84) en-
titled rlfr, Klein (Mantiear Kkin, t916). Controversial yet extremely
coherent in the developmenr of irs story linc, the lilm recounts the in-
credible vicissitudes of Robert Klein (Alain Delon). a successful Pari-
sian art dealer who suddenly sees his cozy life come to an end when
he realizes that another Robert Klein ''hides" in Patis, a man wirh
rather inexplicable underground connections, As a businessman, the
6rst Klein does not mind taking advantage of the Parisian Jews who
have to sell their possessions to sutvive. Far from being a crook, he is,
however, an authentic, self-centered, and unscrupulous character.
Ironically, Klein is himself mistaken for a missing Jew, a man wh<r
has been using Mr. Klein's name as a cover for his secret operations.
One day, just as he concludes a deal with a Jewish man on a Dutch
painting, he receives a newspaper from the Jewish community tn
France. Intrigued by the fact that his lirst and last name appear on
the address, Klein conducts his own private investigation and learns
from the newspaper's editor that his namesake, who lives at another
address in Paris and subscribes to the newspaper, has replaced his ad-
dress for the proragonist's own. Since the police control the Jewish
residents of the capital, Robert Klein is now, to his dismay, officially
registered as a member of the Jewish community. But the more he
investigates, the more he sinks into this quicksand. The price of
rruth, justice, and peace of mind will be for Mr. Klein to assume the
identity of his namesake. As Klein progresses toward the truth, he
also locks himself into a fatal destiny. Because of his French Catholic
ancestry, he goes back to his native Alsace to locate the family archive
and obtain his certificates of family origins. His desperate quest to
frnd his detrimental alter ego leads Klein from apartments to countty
castles and ultimately to the Vdlodrome d'hiver (a bicycle-racing
track). Since rhe official documenrs never arrive, he is temporarily de-
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rained with more rhen 16,000 Jews, moved to the camp of Drancy
near Paris, and ultimately sent to a German death camp.

At 6rst glance, Mr. Klein appears ro take rhe same approach as most
Resistance movies. The film objectively represenred the struggle and
the dilemma of the French Resistance, but instead it makes a U-turn,
indirectly denouncing the narrative structure of its predecessors. Un-
like most Resistance frlms of the era, u.hich focus on a collecrive
representation of the tragedy (even when through the eyes of a single
protagonist), Mr. Klein is entirely centeted on a single individual
without developing any other protagonisr. The question of the shad-
owy "orher" in one's existence, represented by the emblematic and
nonexistent other Mr. Klein, who deliberately discharges his own
identity on his alrer ego, eventually leads to ruin. Constantly address-
ing rhe theme of the shifi ing relationship between victim and oppres-
sor, Losey s lilm is directed with tremendous care and subtlery. Losey"
directed a work more intellectually than emotionally involving. The
end result is a devastating picrure of the Ftench authoriries during the
Nazi Occupation. The 6lm is funhermore a serious reflection on hu-
man identity and human destiny, the state and condition of the indi-
vidual within a community in danger. At the t977 French Academy
Asvards, Monsiew K/ei;ri received the C6sar for Best Director, Best Film,
and Best Producrion Design (by Alexandre Trauner)."

The character of Roben Klein is unforgetrably interpreted by Alain
Delon. Following service in the Navy in Indochina, Delon began his
lilm career in the company of little-known actor Jean-Claude Brialy,
who invited him to atrend the r9j7 Cannes Film Festival. Immedi-
ately noticed by several frlm directors at the time, Delon made his
cinematographic debut rvith a small part in Yves Allfgret's \Yben the
lVaman Gets Cottfned (Qaand la femme s'en mile, 19171, followed by an
appeamnce in Marc All6gret's Be Beart{ but Sh t Up (Sah belle et tait-
tni. 1958). His hrst lead role in a picture came in Ren6 Cl6ment's
stylish thriller Parple Naon. A year later, Delon appeared in Luchrno
Visconti's Rocco and His Bratbert (Rocco e i tuai fratel/i, 196o), then in
Michelangelo Antonioni's Tbe Eclipn (L'u/i:se, 196z), and again in
Visconti's masterpiece The Leopard (.1/ gattapardo, tc263).

!7ith so many renowned lilmmakers after him, the young actor
became one of Europe's most popular cinematic ligures. In 1969,
Delon and wife. Nathalie. found themselves at the center of a crime
scandal when their bodyguard was found dead outside their home.
While many dire predicrions announced the possible end of Delon s
fi lm career, the tabloids weighed in on rhe Delons'side. To the French
public, however, accustomed to seeing the actor in mobster roles,
Delon's {ilm personality took on a new and intriguing reality in light
of the scandal. Nevertheless, Alain Delon spent much of the r97os as
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France's biggest srar, performing in important films such as Henri
Verneuil's Axy Number Can Win (Ililodie en sous-sol, rc;63), Jacques
Deray's Tbe Su)mming Pool (La pi:cine, r969), Jean-Pierre Melville's TDa
Red Circle (Le cercle rouge, r97o), Pierre Granier-Deferre's The V/idot
Cotderc (La uem'e Couderc, r97 r), Jos6 Giovanni's Tua trLen in Totttt
(Deax bonma dan: la ville, 1973), Volker Schlijndorffs Suanx bt Lrve
(fln arnaur de Suann, r984), Josd Pinheiro's Cop's Honour (Parale dc fit.
r98t), Jean-Luc Godard's Nea.,tVaae (Nouulle uryae, r99o), Agnas
Varda's ,{ Hundred and One Nigbts (Ler cer?t et une nuits, 1995), and
Bertrand Blier's Actors (I-e! acteurt, zooo).

Since the beginning of the postwar era, French cinema had never fully
produced a "politically" oriented narional cinema (for reasons of polit-
ical censorship as well as lack of political commitment), excePt for
notable but sporadic examples such as Rend Clair's Freedotn Jor Ut (A

nous la libertd, r 93 r), Jean P.enoir's Tbe Puple of Fraxce (La tie ett i ntus,
r935), and Alain Resnais's Night and Fog. The achievement of Greek
filmmaker Costa-Gavras'a was therefore all the more impressive since
his project rvas conceived during a period little inclined toward polit-
ical change. Born Konstantinos Gavra in 1933, Costa-Gavras moved
to France in r95z ro study French literature ar rhe Sorbonne and later
switched to film studies, entering the IDHEC (graduating in 1958)
where he became assistant to such prestigious directors as Ren€ Clair,
Henri Verneuil, and most notably Ren6 Cl6ment, rvho, according to
Costa-Gavras, profoundly influenced his professional career.

Z chronicles rhe fraudulent process of politics in Greece, which
resulted in the defeat of the democtatic government with a coup cl'€tat
on April u r, r967, led by military insurl;ents (the colonels' dictator-
ship lasted for seven years). \When Costa-Gavras embarked on the film
project, rhe military dictatorship was already in place in Athens, and
it became obvious that finding another country for outdoor shootings
r.as imperative. Algeria was the first choice as a substitute since the
working conditions in Greece made filming rhere no longer an option.
The problems Costa-Gavras had to face were immense. Because of the
intense political nature of his film, as well as tbe lecent date of the
actual tragic events, many producers turned down the project s'irh a
similar reply: "Too political to be commercial.'' Finally, producer

Jacques Perrin, who also played the role of the young reporter in the
m, found a compromise solution by having the project coproduced

in France and Algeria (most exterior scenes were shot in Algeria and
interiors in France during the summer of t968). Thus, Z became a
Franco-Algerian production.

One of the very best political films of the decade, Z rvas inspired by

the actual events that occurred during the :.963 assassination of Gre-
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gorios Lambrakis in Thessalonica (interpreted by Yves Montand), a
popular leftist-liberal member of the Greek Parliamenr, whose grow-
ing popularity challenged authorities by organizing a rally against the
firture installation of Polaris missiles in Greece. During a peace dem-
onstration, he was knocked down and killed, while the police not only
failed ro protect him, but also tried to cover up the murder. The
examining magistrate in charge Qean-Louis Trintignant), despire nu-
merous attempts by the police authorities to close the case) acred as a
detective and eventually managed to solve the mysterious narure of the
accidenr, thereby unveiling the political conspiracy. It soon became
clear that lambrakis had fallen prey to a scheme triggered by officials
of the Establishment. The closing credits reveal that although the
perpetrators were put on trial and condemned in t966, they were
eventually reinstated in their respective functions after rhe milirary
coup a year later.

Costa-Gavras's film represented for the first time a new cinemato-
graphic genre: the political thriller. Both scenario and editing success-
fully combined to present rhe course of events without falling entirely
into the rhriller category. Many European filmmakers, who first had
not anticipared the popular and commercial success of the projecr,
took Costa-Gavras's lead, in a different style. They included Italian
directors such as Francesco Rosi and his rendition ol Tbe Mattei Affair
ll/ rarct Matni. t9'jz, and ll/u,trtot, Corptes (Catlarcn eccellentt, rr174\. as
well as Elio Perri for his films Inuestigation of a Citizen abou Sutpidun
(Indagine n tln cbtaditl al di :opra di ag i szrpettz, r97a) and Tbe
Vorhing Class Gaes t0 Hea)m (La clare operaia r:a in paradi:0, t91t).
Costa-Gavras addressed the urgency of political issues of the early
r97os with perhaps a more l lamboyant sensibil iry and style than
others.

With irs concentration on the theme of injustice, Z brought con-
temporary European audiences to the conclusion that cinema, as a
medium, had a crucial role ro play in the hisrory of human ideas. Its
opening credits could not have been more direct: Toute reremblance auec
det dudnements ttels, des pertonnes r)iraftter 0 rnafte!, ltie$ pa: k fait da
basard. Elle est t)al0ntaire (Any similarity to actual events, to people
living or dead, is in no way rhe result of coincidence. It is intentionarT.
The original screenplay of Z, aAapted from Vassilis Vassilikos's novel,
Raoul Coutard's rousing cinematography, the lively music score by
Mikis Theodorakis (a Greek musician whose work had been banned by
the military regime in Greece), the kineric ediring, and clear-cut
figures, all placed the film ar the anrirhesis of traditional gangstcr
pictures, to make it an unambiguous political statement, and contrib-
uted to the success of the enterprise. Irs innovation was to combine
European political awareness and commitment with the vigorous, dy-
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namic, well-paced style of Hollywood action movies. lTinning the

Jury Prize at the Cannes Film Festival in 1969 and Best Actor award
for Jean-Louis Trintignant, the lilm was screened for thirty-six weeks
in France and enjoyed considerable success in the United States, where
it received Oscars in r969 for Best Foreign Language Film and Editing
(FranEoise Bonnot), as well as an Oscar nomination for Best Picture.
Capitalizing on a sincere sense of political commitment and narrared
in an unforgerrable style, Z remains Costa-Gavras's most popular and
influential film. Far from being prisoner to dogmatic concepts, Gav-
ras's oeuvre questioned rhe frightening possibilities for perversion of
ideo log ies  when he ld  in  a  nondemocra t ic  way .

\7irh his next picture, emrtled Tbe Confesion (L'aaeu, r97o), Costa-
Gavras took on another kind of forceful condemnation: the Stalinist
purges in Czechosiovakia of the r91os. Hete, he explored the nature
of true believers in communism. Adapted from Artur London's auto-
biographical novel (which was published in 1968), Tbe Confe:sion re-
traced the difficult years of this hero of the Czech resistance, who
devoted his enrire life to the communisr cause and at the end finds
himself imprisoned with many othef political activists from all over
the Eastern block. Considered roo intellectual for the Stalinist regime,
the hero is forced ro render prearanged confessions and consequently
is sentenced to prison in r95r. The film was shot more than a year
after the invasion of Prague by Sovier tanks in the spring of 1968. The
depth and intensity of Yves Montand's performance directly suggest
the possible redemptive act that the artist took upon himself for his
past moral support of the Soviet regime. The dramatic funcrion of the
plot, although devoid of all the rwisrs and turns present in Z, conveys
a simple but moral emotion, powerful enough to attract audiences that
over the years have been larger than the wildest predictions of its
authors and investors. By indirectly denouncing the control of the
"progressive" intellectuals by the PCF (French Communist Party), the
story actually anticipated that polirical parry's irremediable and grad-
ual decline throughout the decade. \7ith its horri!'ing evidence, the
film expressed a solemn condemnation of the use of moral turpitude,
falsified trials, artilicial confessions, and Stalinist terror, as well as the
approval of French communists at the time.

Back in France, Costa-Gavras's popularity experienced several ups
and downs, since many political frgures of both the Righr and Left
were ourraged by rhe director's lack of patriotic consideration. But
those attacks were easily silenced since Gavras never had a political
agenda of his own. His true and observable lack of aspiration for a
political career gave him the credibility he needed in France and
abroad. His only agenda was his professional itinerary. Two years Iater
he complered State of Siege (Etat rle :iige. t97z), a film that dealt wirh
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acrivities of rhe CIA in Uruguay during the Mitrione scandal'1 while
explor.ing dramatic problems of conscience and of moral ambiguity.
Ironically, it was made in then-democratic Chile, just before the fall of
Salvatore Allende. The success of the lilm encouraged the director, who
ten years larer made Xliring (.1982), starring Jack Lemmon and Sissy
Spacek, a story about the political dictatorship in Argentina. (,44lrrzg
received the Palme d'or at rhe r98z Cannes Film Festival.) Despite the
depth of the polirical message that Costa-Gavras's film conveyed at the
time, his main cinematographic interest was to combine the best
features of at least rhree different genres: the lurid atmosphere of film
noir, the standard action-oriented melodrama, afld lhe basic gangster
picture.

\(itlr the critical reception of Z at film festivals around the wodd,
it became clear that one of the most important, as well as enduring,
qualities of the Cannes Film Festival was to promote and presewe the
admiration of the arr of 1ilm. Additionally, its role had often been to
call attention everywhere to the social dimension of lilm in rhe general
culture, using movies as vital parameters for the examination and
propagation of moral and political ideas. The true wind of change ar
the Cannes Film Festival occurred in rhe spring of 1973 and brought
new orientations for the rest of the decade. A year before, the French
selection process was severely criticized for a predominance of commer-
cial productions. The commission took note of it, and consequently
opened its doors to a more apparently cultural and diverse cinema. The
r 973 selection of the highly controversial French-Iralian filrr' La grande
bauffe,"' directed. by Marco Ferreri, with a spectacular cast including
Phil ippe Noiret, Marcello Mastroianni, Michel Piccoli, and Ugo Tog-
nazzi, marked this change.

THE LAST DAYS OF THE FRENCH POI.AR:
JEAN.PIERRE MELVILLE AND HENRI VERNEUIL

Based on Joan Mcleod's novel Tbe Ronin, Jean-Pierte Melville's 'IEe

Satruuai (Le sarnourd', r;67) was released shortly after its writer and
direcror-the great maverick of French cinema-had made two other
faralisric crime thrillers: l,e Doulot (Le doulos, tq6t) and The Sutnd
Breath (Le deaxiinte sarffle, 1966), both a dozen yeats after his classic
norr thtiller Bab the Gambler (Boh le fambwr rc;55). The richly textured
story of The Samural focused on the life and schemes of the professional
hit man Jeff Costello and concentrated on relationships and human
intrigues rather than violence. A panicular atmosphere often enveloped
the urban backgrounds of Melville's psychological thrillers. They fea-
tured deserted streets, steamy subways, seedy hotel rooms, and aban-
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Alain Delon Qeff Costello) in Jean-Pierre Mel,tille s The Sanwai (Le vmaurLti, t9611,
(Courtesy of BIFL'O r967 Filmel Produccioo).

doned police stations, as well as some clothing fetishism (JeffCostello's
raincoat). Melville's script was on a different level than mosr gangster
6lms, offering much more than just crime and bloodshed. Jeff Costello
(Alain Delon), a solitary professional hit man who lives in a one-loom
Parisian apartment with only a caged bird for companionship, is hired
by a nameless Parisian mob to assassinare a nightclub or.ner. Shortly
afier accomplishing his task, the police apprehend him during a rou-
tine check of known criminals. He successfully goes through a Folice
line-up identification thanks to the false testimony given by Valdrie
(Cathy Rosier), the piano player who saw him stepping out of the
victim's office. In addition, his loyal girlfriend, Jeanne (Nathalie De-
lon), provides him with an unbreakable alibi by maintaining that he
spenr rhe nighr with her- Ahhough no one can recognize him officially,
the police are derermined ro nail him sooner or later. Constrained to
release him, rhe inspector (Frangois P6rier) begins ro tail him through
the streets of the capital. Double-crossed by the mobster who hired
him, Costello tries to discover the source of his betrayal, and at the
same time becomes fascinated by a nightclub musician who purposely
failed to finger him to the police. Although cheated out of his reward,
he must threaten to kill his contact, who reveals to him the real name
of his chief employer. Jeff once more receives a new mission. This time
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he musr eliminate the only eyewitness, Val6rie, rhe piano player who
saw him entering the club on the night of the crime. As Costello
approaches her, the police shoot him down. Much to their surprise, his
gun was nor loaded.

Commercialized in the United States in a seriously abridged, re-
edited, and poody dubbed version entitled Tbe GrLdstn. the film was
finally rereleased rhirty years afrer its initial public airing in its in-
cended form. Considered a seminal work by many frlm historians, 7/a
Samurai antictpated many American lilms, among them Mamin Scor-
sese's Taxi Driu* (r976), Quentin Ta.rantino's P p Fiaion (1994), arrd

John $7oo's r989 remake The Killer (Voo once declared Tbe Satnurai t
movie that is close to perfection).

Known for his low-budget productions, locarion shooting wirhout
film stars, self-written scripts, and complete artistic control during the
immediate postwar era, Jean-Pierre Melville moved from independent
art lilms to big-budget productions with internationally famous actors.
In rhis European lilm noir, Melville consciously adopted the classic
Hollywood sryle of his favorite directors, exploring the moral code of
mobsrers while confessing to be strongly influenced by the work of
American filmmakers such as John Huston and Billy \filder. Mel-
vil le's clich6s of the American version of l i lm noir include the reqursite
noctutnal, bleak atmosphere; wet,8ray, and gloomy Parisian srreets;
expressionless jazz nightclub musicians; and deserted police offices.
Commenting on Melville's overpowering and absorbing rhriller, dircc-
tor Henri-Georges Clouzot once said: "In this film void of soul and
flesh, realism is then absent. It is rather the thriller's mechanism that
is the real sttbject of Tlte Saruurai." "

In a film that omitted car chases, explosions, and othet eye-catching
effects, Melville's opening shot successfully established the existenrial
nature of this gangster dtama. Tbe Samrrai was about survival (as in
the scene showing Jeffs punctilious technique for stealing a Citro€n
DS). At the same time, Melville's gangsters reflected a European sen-
sibility, reminiscent of the exisrenrial gangsrer lilms ofJean-Luc Go-
dard as the proragonists talk all night seemingly about every possible
subject, voluntarily eluding the acrual marter of the imminent plot. In
addition, the film's opening quote was said to 6e taken ftolol' Tbe Book
af Batbida (it is actually an invention of Melville) and cleady set the
tone of the main chamcter: "There is no solitude greater than a samu-
rai's, unless perhaps ir is that ofa tiger in the jungle.'' \7hat ultimately
emerged in this character study was an elaborare series of traps and
double-crosses. Melville's nonromanticized view of Costello's profes-
sional obligarion as a mob execur;oner was quire mesmerizing. The
film was as much an interesting exploration of the human spirit and
its failings as it was a story about crime and moral turpitude. Although
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The Samarai is a bleak movie, both in tone and morality, the intrigue

surrounding Costello susrained an exciting tale whose hero was repeat-

edly compelled to improvise in order to prot€ct his cover. Thus, the

outcome of Costello's conllicr became far more than a foregone conclu-

sion and rvas genuinely compelling to watch. The intense emphasis on

Delon's impassive face created a sense of style. His stoicism actually

elicits passion, heightening the psychological tension ofthe frlm, while

the austere dialogues accenruate rhe ifltroverted nature of the antihero

character. Together, they render the Prctagonist passionless. Although

the inclusion of the relationship between Costello and Val6rie repre-

sented a redundant occurrence in rhe film, it did wotk with the rest of

the narrative. It also brought some humanity to the tale, providing

the vehicle for an explosive climax. The enrire movie corresponded to

a series of mini-climaxes, all building to the devastating, definicive

conclusion-
The grim and dark passages of the film, in contrast to the rare,

bright exterior scenes, wer€ all part of the beautiful cinematography of

Henri DecaE. The existential themes of alienation, solitude, and appre-

hension were pafticularly well illustrated through the Expressionistic

lighring and framing techniques teminiscent of German Expression-

ism. To exclude the predominant and omniscient existentialist black-

ness of most film noir, the visual tones evolved around three colors (ice

blue, cool gray, and murky green). Deca€'s cold but srylish monochro-
matic photography, with its gloomy exteriors and dim interiors, nearly

brought the movie to a black-and-white picture. Alain Delon's blue

eyes and almost angelic features appeared so irrelevant with respect to

his profession that the viewers were unexpectedly daunted, just as they

were a few years earlier when he played the role of a lxxer in Rocca and

His Brathert. Melville claimed to have studied color for years befote ven-

turing to make his second color lilm,'3The Sanurai.The impeccable cold

beauty of the bright-blue seats and walls inside the police station con-

trasts dramatically with the sickly grays and greens of the rest of the

lilm, and the scarce presence of daylight accompanied witb the omni-
presence ofclosed doors, all to complete the feeling ofentrapment.

This sarne feeling of entrapment is found in Melville's next feature

film, The Sbadow Arnl (L'armie des anhre:, t969). \fiZidely regarded as

the most historically accurate scteen version of the French Resistance,
the film (it was never shown commercially in the United States)

chronicled a rare poltrayal of authenticity. The vicissitudes of the story

line and the viral performances of the actors combined for an atypical

dramatic impact in this tale of the French underground during the

Occupation.'e Inspired by Joseph Kessel's 1943 novel The Arny of

Sbadrws,'" The Shadow Anny revealed from an internal Point of vrew

fictionalized accounts of the lives of members of the Resistance: their
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tragedies, their solitude, their suspicions, and most ofall rhe inhumane
choices they had to make in order ro survive. Set from October t94z
to February 1943, as noted the story depicts the plight of the French
Resistance. The Gestapo in Paris arrest Philippe Gerbier (Lino Ven-
tura), one of the Resistance's chiefs, and sends him ro a concentrarion
camp for political prisoners. Soon after, he manages to flee by killing
a guard during an inquisition in Paris, and he larer joins his group in
Marseille. There, the conspirator Dounat (Alain Libolt), who had de-
nounced Gerbier, is discretely executed by the Resistance survivors.
He hides in Lyon, rhe main center of the French Resistance at the
time, and organizes the expatriation of several members and downed
pilots to England. Meanwhile, Felix (Paul Crauchet), another Resis-
tance fighter, is arrested and tonured by the Gestapo. So is Gerbier, a
few days later. Both men are condemned to death by firing squad (at
the momenr of execution, the condemned are led to believe that cney
may save their lives by running away, unaware that ahis is actually a
trick to train the liring squad for moving targets). Mathilde (Simone
Signoret), a Resistance chief, manages to save Gerbier ar rhe lasr
second, and together they escape, But fate mercilessly falls prey on
each member of the group; Mathilde is eventually caprured hersell
She is released, but as "bait" to caprure the rest of rhe underground
organization. Her choice is simple: if she does not disclose all the
names of her Resistance group, her daughter will be immediately sent
to a brorhel for German soldiers in Poland. Later, the group discovers
that rwo members have been arrested the same day Mathilde was
released from the Gestapo headquarters. Heartbroken, the other mem-
bers have no choice but to Iiquidate her. As they face her from inside
their car, she seems ro give her final agreement to her destiny, and
they shoot her. None of the members of the group will survive the
war, as the closing credits reveal the dreadful fate of each of them.

As a member of the French Resistance, for two years, who later
moved to England to join rhe Free French forces, Melville dedicated
two other feature films to rhe period of the Occuparion: Tbe Silence of
rbe Sea (Le:ilnce de la rner, 1949) ard Lean Morh Priest (Ldon hlurin,
pritte, rc;6r'1. But for this assignment, he had waited twenty-five years
ro make the project come true. Tbe Shadou Antl was actually Mel-
ville's personal memoir, and it captured an honest look at the dignJry
of the French Resistance in irs difficult missions ofsabotage and spying
for which its members were rarely prepared. Avoiding war clich6s and
a banal melodramatic background, Nfelville offered an altruistic view
of the French Resistance, which conrradicted other attempts ro evoke
the movement as downhearted and sel{ish (e.g., louis MaIIe's lacambe
Lucien). For film Historian Freddy Buache, the greatesr quality of the
film in relation ro the rendering of human courage was ro "express a
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certain idea of this fight motivated by conviction, with no concern for
possibilities of success."3' This appreciation of genuine "fee['' of the

movie was apparently not shared by many French-film critics At rhe

time of the movie's release, they declared thar Melville's characters
ironically lacked emotion, the human touch, and a sense of life in

general. Although in essence these assertions may be rrue, it is impor-

tant to remember that the most significant intention of Melville's 76e

Shadow Anry, despite irs cold historical reconstitution, was the delib-

erate absence of dramatization, which, by conveying a singular spiric

of the Resistance struggle, revealed a psychological mood with no

exaggerated characterizations. The rvar or Resistance anecdotes, rele-

gated behind a mood of abstraction (long shors with no sound), played

a much greater role in the viewers' mind. Melville drew his actors out

of diverse figures and deliberatell' rearranged and disguised events to
prevent the movie from being classified a ''historical reconstitution. 

'

Also worth noting is the musical score (Eric de Marsan), which was

eventually used in "Les dossiers de l'6cran," one of France's most

popular TV shows of the r97os and r98os.

Director Henri Verneuil is also known for his contributions tct pctlat ot

thri l ler/noir l i lm, French style. Born Achod Malakian in rgzo in

Rodosto, Turkey, Verneuil moved to France in r9z4 and grew up in

Marseille. Following the liberation, he developed an interest in crn-

ema. \With the assistance of comedian Fernandel, he began directing

several shorts in the late r94os, and a few years later, he made several

of rhe most popular feature films of France, such as Tle Sbeep Has Fiue

Legr (Le ,fl1llllx A cinq ?attes, ry5Q, The Crru and I (La vache et le
prfuanniet, 1959) with Fernandel, and later A Mnnkey in \X/intet (Un

irge en hiuer, t96z), Ary Natnber Cax Vir (Mdlo&e en sous-ul, t961),

too, ooo Dc,llars au Soleil (Ceut wille dollars au soleil. ry6i, The S)cilian

Clan, The Body of hly Enemy (Le corpt de ntan ennemi, t976), I . . crnnne

Icare (I , . . cuume lkte, t91<;), and Mille nilliatds dz dallaru (r98r).

Drawn from a novel of Auguste le Breton, Verneuil's \969 The

Sici/ian CIax made history in the thriller genre since it gathered three

of the most prestigious film stars of the moment: Jean Gabin, Alain

Delon, and lino Ventura.3' Needless to say, for the French lilm indus-

try as well as the French public, rhis international crime drama was

the equivalent of a Hollywood blockbuster. Adapted to the screen by

Josd Giovanni (Le trau, Le dcuxiine nzfflq Le rufftat), the story begins

with convicted murderer Roger Sartet (Alain Delon), who, after escap-

ing from prison, joins his clan, the Sicilian mafia, led by Vittorio

Malanese {ean Gabin). \(hile in detention, Roger concocts a plan: to

steal a precious jewel collection in exhibition at the Villa Borghese in

Rome. The ultimate coup is to skyiack the plane that transports the
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Lino Ventura (I* Goff), Jean Gabin (Vittorio Malanese), and Alain Delon (Roger)
in Heori Vemeuil's 7le Sicilian Clan (Le clan det Sici/ie/$, r969), (Couftesy ofBIFI).

valuables. Under suspicion and tailed by Police Inspector Le Goff(Lino
Ventura), Roger assumes the identily of a professional jeweler special-
izing in diamonds. His recalcitrant quest ultimately ends with the
disastrous division of the family and the arrest of the patriarch Mala-
nese himsell

This gangster film reinvented the classic gangsrer genre, elevaring
it to a higher level with its hard-boiled acring, deep character studies,
and attractive photography. Tbe Sicilian Clax can be viewed as an
insightful sociological study of violence, power, corruption, and assas-
sination, with the crime "family" serving as a metaphor for the way
business is conducted in capitalistic, profir-making corporations and
governmental circles. On many levels, Verneuil's film provides equal
satisfaction for viewers in search of a good srory.

Ten years later, Verneuil renewed his success with L , . camme lurv,
starring Yves Montand. I comme lcareJ. Iooked at human behavior in
opposition ro established power and revealed the reason why people
comply with almost every form of order, even murder. Following the
assassination of a US president, (presumably JFK), district artorney
Henry Volney (Yves Montand) refuses to sign the final report, which
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holds a mental patient fesponsible for the murder. Volney is given the
task of investigating the crime scene. He and his assisrant have little
evidence, aside from a seven-second rape from a security camera. How-

ever, this tape contains precious information: the features of a man
filming the scene. The investigating team compare evidence and iden-
tifr an eyewitness, and as the assistant tracks him down, there is a
resulting series of crimes. One night, Volney enters the office of Mal-
lory (Jacques Sereys), the head of the Secret Service, hoping to lind a
clue, and discovers proof of a cover-up. But once again he arrives too
lare; Mallory is no longer in the of6ce. The plot continues with an
overambitious attempt to scrutinize and ultimately to lash out at the
government and Secret Service scandal behind the president's mysreri-
ous assassination and its cover-up. Unfortunately, at the very moment
thar Volney unveils the truth and obtains proof of the conspiracy, he
is coldly assassinated.

Uniquely blending myrh and reality, 1. . . conune lcare rcinforced. the
prevailing attitude on the issue of assassination and openly embraced
rhe idea of conspiracy. The use of pseudoarchival material gave the
film, through a series of rapid and striking editing techniques, an
a.lmost documentaty character. Leaving aside all of its drama and
emotion, the movie was a masterpiece of film assembly. The writing,
the editing, the music, and the photography were all used to weave a
persuasive tapestry our of an overwhelming mountain of evidence and
testimony. Other than the obvious dramatic impacr of the po.litical
puzzle, the hlm offered a minor melodramatic subplot in which the
character played by Montand alienates his staff with his monomaniacal
approach. This subplot was superficially added and resoh'ed iust as
superlicially. The detail of the invesrigation was narrated in such a way
as to allow the individual viewer to decide what to believe following
the depth of revelations on rhe assassination. Vaguely inspired by the
details of the Varren Commission reportt the movie somehow tri-
umphed over the inundation of odds and ends and rendered a susPense
thriller that never failed to disturb the moviegoer. One can argue that
because 1 . , . cot tmc lcaft was never intended to be viewed as a docu-
mentary, it did not have to be historically accurate. Certainly, a lilm
does not have to be historically correct ro be entertaining.

Other important contributions to the thriller genre during that
decade were Jos€ Giovanni's Two Men ix Toun (Deux brnnrxet dau la
dlle, ry71), Jacques Deray's Cap Stzry (Flic Stary, r975), Verneuil's
own Nzglr Caller (Peur sur la lille, 1975), Alain Corneau's Tbe Cate
against Ferra (Police Pythan 3j7, 1976) and A Chaice of Antt: (Le choix
des armes, r98r), and Claude Miller's U nder Su:picion (Carde i uue,
rq8r ) .
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THE HUMANISTS, SCHOOL: CLAUDE SAUTET,
FRANEOIS TRUFFAUT, AND ERIC ROHMER

Heits to the humanistic, cinematic tradition ofJean Renoir, filmmak-
ers such as FranEois Truffaut and Claude Sauret (r924-zooo) made
movies that reflected three professed passions: a love of cinema, an
interest in male female relationships, ancl a compassionate obsession
with midlife crises. Ir may be said that Sautet's earlier inspiration was
embedded in the reminiscence, melancholy, and despair of his middle-
aged stance, and with success he marured into an experienced film-
maker and storyteller. Although his lilms lost their lyricism, they
maintained their fidelity to life's prosaic side. But the "discoloration"
and monotony of life were chtonicled with a sense of resignation and
quiet achievement quire disrinct from the banaliry of radirional auto-
biography. Truffaut, who collaborated on occasion with Sautet, consid-
ered him the most "French" of all French filmmakers and explained
the quintessenrial quality of the French director in his memoir, Zle
Filat ia hIy Life:

To love Ametican cinema is 6ne; to try to make French iilms as if they
r,r.ere American is something else again, very much open to argument. I
am not going to attack anybody for it, having myself fallen into that
trap two or three times. Jean Renoir learned a lesson from Stroheim
and Chaplin rvhen he xas making A'aza and Tire at fanc, that is to say,
he reinforced the French side of his lilms while he absorbed the Holly-
wood mastcrs. In tbe same way, Claude Sautet understood, after the
unavoidable detour through the crime films,r" that he should, in Jean
Cocteau's *ords, be a bird who sings in his o&'n genealogical tree.r5

A former graduate of the prestigious IDHEC, Claude Saurer did nor
enjoy immediate success in the early years of his career. Mosrly known
as an excellent technician (due principally to his ediring skills, Truf-
faut baptized him the "patcher-upper"r6 of screenplays, as he was able
to bring a mediocre film back to life via his great talent of montagel,
Sautet's contribution to French cinema was far from substantial in
iilms such as Tbe Big Ritk (Cla:te taas risque, r9j9) and 'fbe Dictator't
Gun (L'anne i gauche, 1964). Unlike many other directors of his
generation, Sautet never pretended to 6ght for a political or social
cause. Vhat Sautet is remembered for is his faithful and sincere por-
trayal of rhe French upper-middle-. ' lass bourgeois (docrors. lawyers.
businessmen, and architects) experiencing a reevaluarion of their place
and purpose in society. Sautet's cinema was centered on a meticulous
yet humanistic study of the evolution of modern lifestyles, couple
values, and society in general, as in Ci.sar and Rasalie (Cisar et Rnvlie,
rgl2), Viwent, Frungnil Paul and the Other (Vincent, Frangais, Paal . . .
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et le.r autrer, 1974; A Sinple Story (Une histaire:inple, 1978); \Vaiter!
(Gargoa!, t983); A Heart in Vinta (Un coeur en hiuer, t99z); ancl Ne//y
ancl Alonsiear Arnaud (Nell1 et M0mieur Amaud, t9g1). Popular audi-
ences cleady undersrood Sautet's discourse since he transmitted the
credible dimension of a pseudoautobiographic depiction and a self-
critical rendering of the society of his rime. (In many ways, one could
easily draw a parallel between Sautet and rX/oody Allen if the l,atter
did not often play his own charactet.)

Faithfully adapted from Paul Guimard's tovel Les choset dt la uie, Tbe
Things of Life (I*s cbos de la tie, 1969) was an immediate success and
launched Sautet's career. The narrative expressed the firndamenrally ab-
surd nature of human existence as well as the consequences of the "lit-

tle'' moments in life rhar make up its essence. Although the story line
featured an ensemble cast with multiple overlapping plots, the scenes
were organized chronologically, including sporadically inserted conver-
sations unfelated to the film. Through numerous flashbacks, the story
describes the last moments of Pierre (Michel Piccoli), a forty-year-old
architect, as he is killed in a car accident. During the last moments of
his life, he reviews his intimate past, especially with his lover H6lene
(Romy Schneider), for whom he had left his wife. Pierre is separated
from his wife, Catherine (L6a Massari), and lives with H6ldne, a young
German architect. Trying to take a major step forward in his life,
Pierre decides to terminate his relarion wirh Catherine. To this end, he
has written a letter that he intends to mail the next day. But at the last
moment he changes his mind while ar the post office, puts the letter in
his pocket, and calls Catherine to arrange to meet her in Rennes. The
accident occurs shortly after. As the car rolls over, Pierre relives the
mosr important episodes of his life. On the brink of death, he sees all
the various protagonists of his own existence gathered afound a ban-
quer rable, silently accompanying him to his death. NThile peaceiully
expiring, he continues to perceive the discontinuous reality of his pres-
ent situation, which triggers a series of mental images.

Although the narrative technique, intermingled with flashbacks,
was not new at the time, the real innovation of the film relied on the
characters' depiction through a sharp sociological eye and a constant
hidden fascination for an existentialist vision of middle-aged happi-
ness. In addition, the essential characteristic that set this film apart
from its many predecessors and later imitators (in 1994 Mark Rydell
directed lntersectiott, the remake of the film) was its weaving of often
disparate layers of the story into a coherent whole. Each and every
individual strand of Tbe Thing: of L{e was strong enough to form the
foundation of a movie. Rarely would a film depict as many assorted
chronicles, yer interconnected personal stories and tragedies.
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Michel Piccoli (Pierre) in Claude Sautet's Tbe Things af Life (La thoses de la nc,
r969), (Phoco courcesy ofthe Museum ofModern Art/Film Stills Archive,rO Srudio
Canal).

The different stages of Tbe Things af Life wete nor compiled to
satiate the sentimental apperite of the theater masses; rarher, the film
was carefully and painstakingly crafted to substantiate evefy chafacter's
tragedy and eventually mold them into disrinct, complex individuals.
The slow camefa movement possesses a dreamlike powerr and, when
combined with the inrensity of the accident motions, gives a somno-
lenr impression to express mental recollection or even, at rimes, hallu-
cinarion. In fact, Sautet's cinematography communicares a sudden
surge of emotion, a contemplared action, making strongly rhetorical
points by juxtaposing shors. The overall impression Sautet conveyed
derived from the use of a seemingly floating camera to join not only
elements within a scene but also the scenes themselves. In Sautet's
filmmaking, the cinemarography in motion, one of rhe strategic indi-
cators of the existence of the narrator (Piccoli as Pierre). moved inde-
pendently from the actions of the narraror, poetically reacting to rhem
or commenting on what happens. Sautet's viewpoint progfesses to keep
the acrion in view and to follow as many elements as possible. The
storyteller could well be considered a novelist investigating, but nor
commenting on, what was shown

The actual meticulous montage of .he film, which rook nearly three
months to carry our, was what essenrially placed it above the ordinary.
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Sauret's ediring prompted a succession of resourceful tricks that al-
lowed a passionate or catasttophic incident (a car accidenr, for instance)
to appear as a very natural occurrence. For Sautet, the conception of
common visual artifice in Tbe Thing: of L{e depended on the editing
process lor its force and excitement, since its plot would stay within
the bounds of illusion and reality.3"

Sautet and his cinematographer, Jean Boffety (r925-r988),re devel-
oped or enhanced already established techniques for allowing the
drama to develop on multiple planes of vision and sound. Deep-focus
photography, which Boffety had used in a more restricted manner in
earlier films, permitted actors and objecrs ro stay in focus regardless of
their distance from the camera. Using this particular technique, mul-
tiple sequences could be sraged within a single frame and remarn
intelligible, allowing for multifaceted interactions between a subjecr
and his or hg1-61 i1s-5u11oundings. Boffety's camera captured the
spontaneity of life and the passion of lust.

Out of an almost banal evenr, a man in his prime hit by tragic fate,
Sautet was able ro touch on universal themes and concerns. The Thixgt
of Life was one of the great popular successes of the decade, as it was
awarded the Prix Louis Delluc in 1969. For Sauret, cinema had to be,
on the one hand, personable, and on the other, a splendid spectacle.
His style as seen in The Things of L{e, at once delicate, lyrical, and
exceptionally fertile in its cinematographic invenrion, would become,
partly by design, more prosaic and conventional with Sautet's later
projects. As a resulr, some elements of controversy developed regarding
the extent to which his later films involved a sense of ostentatious
militant conservatism, such as in Cisar and Rotalie and Vincent, Frangois,
Paul axd the Othas.

On a stylistic level, one can locate a diverging strain that chatacter-
ized most of Sautet's work from the early r96os on. The director
celebrated liG in the humanistic tradition of Jean Renoir, which in-
cludes the masterwork of roros cinema C€sar and Rasalie. This film
defined the modern romantic triangle for a generation. It is the biner-
sweet story of Rosalie (played by Romy Schneider), a woman who
dominates others' Iives and is at last free to choose her own. This
sentimental drama-comedy must be seen as a contemporary novel. Self-
made businessman C6sac" ffves Montand) and his amicable wife,
Rosalie, have a happy marriage until an artist, David (Sami Frey),
Rosalie's ex-lover, comes back into her life seeking to reclaim her.
C6sar comports himself like a friendly bourgeois who believes he has
succeeded in life, Financially successful, he never misses an opportunity
ro boast abour ir. As rhe presence of David becomes a tangible reality,
Rosalie realizes rhar she is still in love with him. At first furious, Cdsar
understands the nature of the situation and decides to allow David to
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share their happiness. As the fiiendship between the two men grows
stronger each day, Rosalie begins to feel differently about the arrange-
ment and eventually leaves both men and their friendship.

Yves Montand and Romy Schneider (r938-r98:) were Sautet's
favorite actors. Montand worked for 6lm directors such as Claude
Sautet and Costa-Gavras at the peak of his career in the eady r97os.
Along with Jacques Brel, Georges Brassens, and L6o Ferr6, he was also
one of France's most popular singers in the twentieth century (''Les

feuil les mortes," "La bicyclette," "C'est si bon," "I-e temps des cerises").
Born Ivo Livi near Florence, Montand, came with his parents to France
in r9z3 ar'd grew up in Marseille, working as a docker at an eady age.
It 1944, sponsored by the legendary French singer Edith Piaf, he
began a singing career, which quickly took him to the big screen
where he landed his firsr role in Marcel Carn6's The Gates of the Night
(Les pzrteJ de la nuit, 1946), a role which was prior assigned to Jean
Gabin. His major breakthrough was with Henri-Georges Clouzot's'Ihe
Waga of Fear (Le:alaire de la peur, r953), which won rhe Palme d'or ar
rhe r9t3 Cannes Film Festival. In r95r, as noted, Yves Montand
married Simone Signoret (see chapter 4), and their marriage lasted
unril her death in r985. Montand's national fame took him remporar-
ily ro Hollywood, where he starred as Jean-Marc wirh Marilyn Monroe
in George Cukor's Let's Make Lwe (Le milliatdaire, 196o).

Throughout his life, Montand was involved in various political and
humanitarian campaigns. Along with countless artists and intellectu-
als, he peritioned against the atomic bomb in March r9jo. The con-
servative press severely attacked him for his position against the
deployment of troops in Indochina and Algeria, and especially for his
support of socialist regimes. Years latet, Montand recognized the mis-
rake that led him to underestimare the reality of political trials rn
Ptague and Budapest, and the restriction of human rights in rhe entrre
Easrern bloc. Following the invasions of Budapest and Prague, he
stepped out of the political arena but never relinquished his support
for politically oriented lilms. Montand acted for rhe most prestigious
American and French directors: Vincente Minnelli, Joseph Losey,
Costa-Gavras, Jean-Pierre Melville, Alain Resnais, Ren6 Cl6ment,
Claude Lelouch, Jean-Luc Godard, Claude Sautet, Pierre Gramet-
Deferre, Alain Corneau, and Henri Verneuil. NTith Sautet, Montand
was able to communicate his showman talents as well as his jovial-

ity, particularly tn Gargon! After his most memorable roles in the
r97os, Montand experienced a second wind not only as president of
the 1987 Cannes Film Festival but with his performance in Jean rk
Flarette rn 1986. Yves Montand died at age seventy while finishing

Jean-Jacques Beineix's lP5: The l:land of Pacbydetws (lP5: I'ile aax
Pachydernu, t99z).

FRENCH CINEMA
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The role of Rosalie, one of rhe most influential in all of French
cinema, was interpreted by one of the great French acrresses of the
r97os, Romy Schneider. Schneider was born Rosematie Albach-Retty
in 1938, in Vienna. After working in films directed by presrigious
filmmakers such as Luchino Visconti in Baccacio 7o (1962) and Orson
Velles in The Trial (r96j), rhe young actress settled in France in
the rg6os and became one of the country's most respected actresses.
Iar from being a classical beauty, she sometimes appeared glowing
(in Jean Girod's The Woman Banher/La baaquiire, r98o) and sometimes
morose (Bertrand Tavernier's Deathuatcb/La ,ur-I erx direct, r98o). But
once her character was engaged, viewers had the impression of an
intelligent, intuitive actress wanting to commit herself to the inner
rhythm of her role. At her best, she was riveting, capable ofpersuading
spectators that she was beautiful and able to vary her own appearance
according to the mood of the 6lm, as for instance, in her performances

n Tbe Main Thing Is ta Lwe (L'important c'e$ d'aimer, ry1 5) and A

Sinxple Story (LIne bittaire inple, r978), (she won Cdsars for Best Actress
for both films). Above all. she bared a vivid but vulnerable soul.

No film betrer expressed Schneider's persona than the moment in

The Tbing: of Life wben she glares at Pierre (Michel Piccoli) and says:
Tu m'aines parce q e je vi: ld, mait si il faut traterser /a r&e puo ne
rejoindre, tu et perdu. Tt e! catntfle un uieux. Let a ans s'en iront sau toi; ett

fab tu n'as plkr d'erpzir. (You love me because I am here, but if you
have to cross the streer to meet me, you're confused. You're old. Planes
will take off without you; in facr you have no hope.) Those s/ords
embodied not just the sensual dominance of the acuess herself but also
a residual sadness inherent to her personality. Like Catheriae rnJules
and Jint, F.orny asserts her presence in a way that shows a woman
encouraged to experiment in front of the demanding camera. Rosalie
may be her most inrense role, bur it involved the greatest risks as well
as rhe greatest triumph, Sautet was not renowned for his depiction of
female characters, but Rosalie comes to life wirh Schneider's emotional
pfagmatism and her instinctive, dour ftrn. The long sequence in which
she departs is a perfecr expression of spitefulness and playfulness.

In her later years, the actress experienced several personal tragedies,
including the accidental death of her fourteen-year-old son. A few
months later, Romy Schneider was found dead in her Paris apartment.
The official cause was heart failure, rhough friends ofthe actress believe
thar she committed suicide.

Following the success of The Tbings af Life as well as of Cdsar and

Rosalie, Claude Sattet's V)ncent, Frangois, Paul and the Otben (197 4), ooe
of the rare Sautet frlms in which Romy Schneider did not star, renewed
his favorite theme-the relationship between men and women

over fortv. Ali the different aspects of existence are scrutinized in a



2 7  6 FRENCH CI^-E-NIA

Romanesque manner: love, work, friendship, ambitions, and disillu-
sionmenr. A group of middle-aged, long time friends face midlife
crises. Although sharing common social successes, Vincent (Yves Mon-
tand), the owner of a small company, sees trouble in his life as he f,rces
bankruptcy, rhe sudden departure of his lover, and the relenrless desire
of his wife for divorce. FranEois (Michel Piccoli), a successful physician,
has lost his ideals in medicine and simply I'orks for money as he
entertains a rumultuous relationship wirh his wife, who does not hide
her relation with another man. Paul (Serge Reggiani), a rhriving jour-
nalist, struggles with a never-ending novel he has been writing for
twenty years. One day, a sudden heart attack sends Vincent to the
hospital, strengthening the friendship among the friends. The realstrc
depiction of the group's plight, the disappointment in rheir l ives, and
the loss of their youthful dreams to change rhe world, despire rheir
social accomplishments, carfies along rvith the simple story line a
heavy burden of human failure, the price of which seems high. In
theory, the friends would all seek to help one anorher, but when money
creates conflicts, the friendships disappear un.il reconciliation (re)-
occurs. The group of friends see Vincent's heart attack as an ineluctable
stage of life that arvaits each one of them; it symbolically represents
the end of youth.

Similarly, rn A Sinzple Srory Romy Schneider plays Marie, an inde-
pendent, forty-year-old, middle-class woman who chooses to rule over
her dull existence as she seeks separation from Serge (Claude Brasseur)
when Georges (Bruno Cremer), her former husband, comes back inco
her life. The film is a description of the characters' struggles, an
examinarion of rheir behavior as they make the transition between
youth and rheir future.

Jean-loup Dabadie, who authored the script for A SixQle Story rn
collaboration with Claude Sautet, played a major role in Sautet's suc-
cess. A Sitnple Stary earned an Academy Award nomination for Best
Foreign Film in r979. Frangois TruffatLt described him as one of the
most influential scteenwtitets of rhe postwar era: "The common de-
nominator {. . .I is Jean-Loup Dabadie, a true cinema writer, qurte
simply an excellent writer in any case, a musician of words that sound
like what they are, modest and mischievous, scrupulous and inspired,
a daring young man on the flying tlpewriter, and trained in Sautet's
school-"4' The strong performances, the solid directing, and the
tightly structured script all contributed to the film's success. Romy
Schneider, despite her prestige in the French cinema of rhe r97os,
was convincing in her rendition of an ordinary woman emorionally af-
fected through her own personal and professional struggles. The fram-
ing device worked to make Marie a gentle character and worthy hero.
Once again, Sautet depicted the dead-end lives of a series of characters
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from a humanistic perspective. Romy Schneider, Michel Piccoli,
and Yves Montand were undeniably the speakers for Sautet at his
best, a constant visual movement between character studies and social
chronicles.

In the eady r97os, Frangois Truffaut, who, after a phenomenal 6rst

decade of filmmaking in the r96os, was reaching a turning point in

his career, Following more or l€ss successful films such as Vild Cbild
(L'enfaxt saatage, r97o) and Day for Nigbt (La nuit amdricaine, Y)-7 3),
Truffaut's second international breakthrough occurred with The Story
af Adele H. (L'hittoir d A&le H., t9j t), an openly humanistic Iilm rhat

narrared AdEle Hugo's secret diary. The mesmerizing Isabelle Adjani
played Addle, a young woman crushed by the weight of her famous

father ligure, the s.riter Vicror Hugo, and the sudden death of het

sister L€opoldine (who drowned in r84;). Under a false identity AdEle
arrives in Halifax in 1863 to find her English lover, Alben Pinson
(Bruce Robinson), the Hussard lieutenant with whom she was madly

in love. The two met on the Channel Island of Guernsey, where Victor

Hugo lived in exile after Napol€on III overthrew the French Republic.

In order to survive, Ad}le constantly has to solicit the linancial help of

her father. Adble receives her father's consent to marry, but the young

officer does not return her affections and eventually turos her down.

The consequences are dreadful for Adile's young, sensitive mind. The

unbearable solitude, the need to relentlessly imagine new impostures,
and the repeared lie to her parents who think thar she is indeed
married all work to entrap her in a sn'irl of revolt and, ulrimately,
madness. She is eventually taken back to France in r87z and sent to a
mental institution, where she dies in r9r5 at the age of eighty-ftve.

Somber and romanric, passionate and obsessive in love, Adlle self-

destructs. The 1971 New York Film Critics' Circle awarded Isabelle

Adjani the ptize for Best Actress and Truffaut the prize for Rest

Screenwriting.
Isabelle Adjani (b. 1955), whose glamorous French femininity at-

tracted and srill attracts the artention of many French and foreign

directors, is undeniably entitled ro the status of international stardom.
In t977, Tirue rr'agazrne dedicared its cover to the twenty-two-year-
old who quickly drew attention with her emotional sincerity and rare

dedication to dramatic a,cting. Adiani's first important movie role

following het apprenticeship at the Com6die-Frangaise, was in Claude
Pinoteau's The Slap (l-a giffit, ry74 revealing anorher aspect of her

intriguing individuality. The depth of her acting talents was further

demonstrated through intense, self-destructive, and passionate charac-

ters in love stories like Jean Becker's One Deatlly Surnraer (.L'6t/ metrtiet,

r983). Later, Bruno Nuytten's Caruille C laudel (Cauille Claaful, t988)

conlirmed Adjani as one of the most talenred French acrresses of all



' r R FRENCH CINIJMA

time. She received Oscar nominations for her performances in The Story
af Adele H, due to the dramatic intensity of the lilm, which also
revealed her talent as unclassifiable. as well as Cantille Claudel, and, in
the r99os she won rhe C6sar for Best Actress in Patrice Ch6reau s

Queen Xlargot (La reine Margat, 1994), She also starred with Sharon
Stone and Chaz Palminteri in Jeremiah Chechik's Diabolique h ry96,
a Franco-American coproducrion (and remake of Henri-Georges Ctou-
zot's ks diabaliqaru). Other significant films include Alain Berb6rian s
Paparazzi (Pafarazzi, 1998), Luc Besson's Subu'a1(r984), ITerner Her-
zog's Notferatu tbe Vampye (Notferatu: Pbantorn der Nacht, 1919), and
Andrd Tdchind's Baroccct (BaraccrL, 1976) and The Broxte Sisters (Let soeurs
Bront?, rg18).

In his numerous explorations of psychological truths, Truffaut has
rarely disclosed a need to limit himself to what can be considered
"realistic." lx/ith The Man rVho Lwed Vlamena' (L'hamme qui aitnait let

femntet, 19771, Truffaur depicted a man whose main passion in life was
concocting elaborate erotic intrigues, and who dedicated his adult Iife
to an unremitting courtly pursuit of female lovers, none of whom
could fulfill his aspirations. Suzanne Schiffman, in collaboration with
Michel Fermaud and Truffaut, wrote the script.

The story begins in Montpellier with the funeral of the main pro-
tagonist, Bertrand Morane (Charles Denner), a forthright gentleman
who preys on female hearts and minds for personal pleasure. Attending
the funeral are dozens of female companions, all of whom he had loved
at a moment during his life. The forty-year-old engineer Bertrand,
who does not find much satisfaction in his professional career, cannor
keep his eyes and mind off women. For this modern-age libertine, the
only real passion in life is the pursuit of women. Although dealing
with an old thsrns-!6n Juan and his sexual exploits-the 61m
relentlessly examines the central subject matter in every scene. The
character of the "traditional womanizer" is ponrayed differently since
the story glorifies not the protagonist but instead the intricacy of his
strategies, the man's forged destiny, and his unavoidable series of
elaborate lies.

Struck by an unknown woman's legs in a laundry room (supposedly
Nathalie Baye's), Bertrand has just enough time to wrire down her
car's license plate. He makes a dent in his own car while uacking
down her relephone number. Then he calls her under the pret€nse that
she has caused this dent so that he may ser up a meeting with her. A
solitary hunter, Bertrand loves all women: a nanny whose number he
had copied off a bulletin board in a department store, a car rental
agent, a movie usherette, a bar waiuess, a lingerie store owner, and a
wake-up call telephone operator whose voice is the only tangible source
of seduction. A female phone operator awakens him every morning
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Charles Dennet (Bertrand) and Brigitte Fossey (Geoeviive) in lrangois Truffaut's
The Man \Yho Lwed \Vonen 0,'homnu qri aimax ler femnct, r977), (Courtesy ofBIFI/
O Dominique Le Rigoleur).

and, although he is half-asleep, he relentlessly begs her to meet him.
\i7hile constantly on the Prowl for new adventures, Bertrand decides
ro write an autobiographical compilation of the accounts of his love

adventures. The book, first entitled Le caualear (The flirt or the skin

chaser), is changed to Tbe Man Vbo Ltn'ed l(c,men a.ncl is eventually

published. On Christmas Eve, unable ro spend the holidays alone,

Bertrand, in his relentless search for a female companion that nighr, is

hit by a car while crossing a street (he had jusr recognized a former

lover). As he regains consciousness in the hospital, he notices at a

distance the elegant features of a nurse's legs. As he tries to get our of

bed, he falls badly and dies doing what he has done his entire life:

pursuing a woman.
Truffaur chose Charles Denner, an actor he had long admired for his

natural intelligence, to avoid succumbing to the "handsome" stereo-

type of the traditional Casanova, which would have irrevocably

changed the nature of the hero. Instead, the ordinary looks of Bertrand

Morane win over ouf sympathy. The anxious, introverted, and settous

nature of the hero, in addition to his ordinary look, gives the film all

rhe force it requires to impart Berrrand's credo: a man who values the
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love of women above everything else in his life. Far from being sala-
cious, the impulsive behavior of the protagonist acrually reveals the
joy found in innumerable relationships and sexual quesrs. Denner
brought an interesting dimension to his character that would have
been absent with a more conventionally handsome leading man. His
physical presence emphasizes just how irelevanr a role physical beauty
can play in the game of seduction. With the character of Bertrand,
everything turns on creativiry and experience, as he announces early in
rhe narrative: "NTomen's legs are compasses r.hich circle rhe globe,
giving it its equilibrium and harmony."'+r For him, lovemaking is a
matter of technique, preparation, and will. Sex, jealousy, envy, and
revenge are so chaotic in his mind that he hardly bothers ro separate
these strands- His impulse, simply, is to exert his influence in his little
wodd of women; how he exerts himself is almost beside rhe point. He
uses his power willfully, whenever and wherever he likes, without a
thought for consequences. In Montpellier, Bertrand lives the life of a
single man. rVhen he goes out ro restaurants or to the movies in search
of a possible conquest, the pursuit of an idea or an image takes over.
The more the road presenrs obstacles, ambushes, and deceptions, the
more rhe quest becomes mystical

Througb an earthy yet detached cinematography, Truffaut's fantasy
blurred with reality and beautifully rendered an atypical protagonist
driven to the edge of his obsession. What happens for the viewer is
mirrored in the changes in the characters, and what begins as amuse-
ment deepens into rragedy. The richness at the conclusion of the film
is not quite what is expected ar rhe beginning, which fearures the
lightness of Truffaut's cinemarography. Truffaut was able to achieve a
persuasive meditarion on the theme of human obsession-obsession ro
seduce and to create (as in lirerature), which eventually transformed a
personal and intimate experience into a singular language.

Later in the story, Bertrand manages to get rhe phone number of
Martine (Nathalie Baye). Although she lives in another city, Beftrand
drives there and finally reaches her by phone, only to confess immedi-
ately the true purpose of his phone call. Five minutes later, they meet
in a bar, and to his great disappointment he undersrands thar the
woman he saw was actually Martine's cousin, who was just visiting at
the time. Once back in Montpellier, Bertrand stops by the car rental
agency to thank the employee who helped him and invites her for
dinner. After a romantic evening, she reveals why she accepted his
invitation so quickly: "I think it's hard ro refuse you anything. You
have a special way of asking. It is as if your life depended on it. But
then, maybe, it's just a trick on your part-the playboy who doesn r
look like one, the wolf with a worried look."o4 It is precisely this
anxietv rhar is rhe basis o[ his obsession.
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Bothered by his personal problems creared by his fascination for
women, Bertrand seeks help through a self-imposed therapy, wriring
an autobiographical novel of his innumerable conquests. Unlike the
traditionally represented Casanova and other celluloid heroes, for
whom love corresponds more to an unadorned serial quest for lust,
Bertrand's seduction is just the opposite. An introverted and restless
hunter, Benrand strives to seduce women despite the most difficult
obsracles that make the venture an intricate passion, a convoluted way
of life on which the very purpose of his existence depends. Beleaguered

by the presence of all the letters and photos of his ex-lovers that he

has stocked fot years, Bertrand finally decides to write his memorr to

venr his obsession bur also ro avoid oblivion. He does not want to for-
get the women's names. As he locks himself in his bathroom to avoid
the distraction of daylighr, the first-time author resuscitates his child-
hood memory (which indirectly recalls Antoine Doinel's) before setting
his imagination free and confessing the most intimate details about
the women who have ctossed his path. He writes: "Some are so beau-
tiful from the back that I prolong the moment ro catch up so as not
be disappointed. But I'm nevet disappointed. \fhen they turn out to
be ugly, I feel somehow relieved. . . since it 's out of the quesrion to
have them all !"a5

Even failures are counted as victories. One day he wirnesses an
attractive young woman who just left her baby sirting job. He calls ro
hire her services, and when rhe young woman enters his apartment,
she wonders where the baby is. Bertrand, who pretends that the baby
is sleeping in his room, gets caught by the babysitter, who discovers a
big baby doll tucked in the cradle. Another day the lingerie-store
owner, Catherine, who sees him regularly, reveals after an intense
flirting game, her secret attraction for younger men, much to Ber-
trand's dismay.

Once Bertrand's book is finished, the manuscript is sent to a Parisian
publisher. Ar lirst the publishing committee, mainly made up of men,
express no interest in rhe book. One of the editors, Genevibve (Brigicte

Fossey), however, takes up the defense of the {irst-time author and
finally persuades rhe rest of the gfoup that with some necessaty
changes the book is meant to be published. The new title of the book,
The Man tflha Laue.d \l(omen, st:uts Bertrand, but one detail puzzles him,
namely, the use of the past tense. For GeneviEve, the particular use of
rhis tense suggests the ephemeral course of love in man's existence
and, therefore, its preciousness. GeneviEve is the ultimate woman in
Bertrand's l i fe:

Amid these kaleidoscopic fragments of Bertrand's amotous universe,
oDe woman does emerge as the most significant-as well as Truf-
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faut's most intelligently engaging female characterization. Geneviive
Bigey is an ediror who convinces het publishing house to accept Ber-
trand's autobiographical novel, The Man Wh,t Lotnd Vonm. FIer sttuc-
tural impoitance is evident from the lilm's opening scene, as she is rhe
lirst (and last) narraror: her voice-over is the frame and rhe vehicle for
his story. Even before ci.e know who is speaking, Geneviive is visualll'
set apart from the crosd of womeo at Bertraod's funeral: she stands
above the rest, and is occasionally given her own frame in close-up. . . .
She is a professional and therefore liberated woman, . . GeneviEve is in
a sense an eveo more hopeful character . . . siDce romance is integrated
into her wotk: after being close to a text, she grows closer ro its
authof.r6

Truffaut succeeded with the diflicult rask of making a lilm that
captures the background and ethos of a particular male behavior, a
social group for which manipulation and sexual-power games are often
a way of life. According to Diana Holmes and Robert Ingram, Gene-
viEve's role as master narraror "does not negate the 'phallocentric' tone
of much of the film, but it did confirm that the film is also about the
problematic nature of conventionally andocentric sexual relations."4r It
is also important to note that the central theme is not the portrayal of
innocent women, exploited and betrayed by a corrupt, decadent, and
discredired man. This confusion of behaviors, although often misun-
derstood by audiences, captured the spirit of the times and rhe breath
of social and artistic liberalism, It was a metaphor for total rnasculine
control over sexuality and an extreme expression of the basic subcon-
scious attitude of many men toward women.

Truffaut's films were also known for their surface charm, which
often concealed highly paradoxical nuances, as he even occasionally
took leading or supporting roles in his own lilms (in The Man rVbo

Lated V/onun, he is an extra in the opening funeral scene). Despite the
appearance of both traditional and ''on the spur of the moment" aspect
of the lilm, The Man \Xl ha Lauul Vomen might very well be Truffaut's
most personal frlm (excluding The Faur Hundred B/\ur).n8 Trrrffaut
repeatedly chose dazzling and strong leading ladies: Jeanne Moreau in

Jales ard Jiw and Tbe Bride \Y/ore BlacA (La nari€e 6tait en noir, 1967),
Catherine Deneuve in Mtturifpi Mernuicl (La irinc clu Mitrisrippi,
r969) and The Last Metro (Le demier rnitro, t98o), Jacqueline Bisset rn
Day fot Night, Isabelle Adjani in The Stotl of Adele H., and Fanny
Ardant in The lVoman Next Door (La femlae d'a cAM, r98r) a\a C0nfdev
tiall Yours (Viretnext dimancbe, rcr83). But when The Man rYho Lrned
tVoruen opeted in April 1977, the French feminist press hammered it
for Truffaut's unequivocal misogynisric elements. Despite this negatrve
publiciry, however, the film was a commefcial and critical success,
with a screening totaling twelve weeks thar year. Interestingly enough,
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Fraflqois Truffau. and Jean-Piere L6aud (Photo courtesy of the Museum of Nfodern
An/Film Stills Archive).

rhe hlm met with greater success in northern Europe while it remained

largely misunderstood in Latin countries where "ostentatious woman-
izing" is traditionally a more overt theme in cinematic pop culture.at

One of the least known of Truffaut's films from the r9'7os, Tbe
Green Room (La chambre terte, t978), was solemn and serious in tone
and dealt principally with the subject ofdeath. Truffaut himselfplayed
the death-obsessed chronicler who created a pantheon devoted to the

memory of the people he loved. The Pivotal questions of life versus
death and love versus the memory of those who have passed away were
treated both rationally and emotionally.

More than ten years after the end of Vodd \War I, Julien Davenne
(Truffaut), an unassuming newspaper reporter, specializes in the obit-

uary secrion. He lives a peaceful life in a small provincial town. Deeply

moved by the death toll of the war, he is constantly haunted by rhe

idea of death, especially the memory of his wife, who passed away
shortly after they were married. On the first lloor of his house, Julien
has created a room for his lost lovefl ones. One day in an auction foom,

Julien meers C6cilia (Nathalie Bayf), who helps him find the ring that

Julie, his late wife, used to orvn, /nd a sort of mutual feeling begins
to flourish between them. Julien rebeives permission from the ecclesi-
astical authorities to rehabilitate an abandoned chapel close to a ceme-
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tery. Julien, whose only wish is to join Julie in death, gives up on life
and gradually weakens. And among all the photographs of those who
gave their lives during the war, he peacefully dies.

One of the motivations for the 6lm was a peculiar declaration made
by the director, who said that, as rhe years go by, the number of one s
acquaintances become smaller and smaller, until eventlrally one realizes
that there are more people who are dead than alive in one's life. The
director in part s'as inspired by several of Henry James's novels and
tales, including "The Altar of the Dead," but mostly the film narrared
a considerable part of his own life, his own reality and existential
torments, reinforcing the centrality of his points of view. This partrc-
ular aspect of ''anticipated'' 

aurobiography (the fascination with death)
is evidenced in the final scene when Julien's obsessions overwhelm him
and lead him to death. For him, lost ones fall into oblivion when no
one honors them; detached from the ideas of the Catholic church, the
dead are alive and closer than whar religion suggests as long as one
remembers them and commemorates their names. Despite Truffaur's
limitations as an actor (he lends little credibility to the words and
existential sufferings of his character), his deeply personal involvement
with the material conveyed an important constirueflr to the overall
performance. Other features of the film helped convey the appropriare
mood. The carefully crafted setting gave the narrative an element of
solemnity and prevented the lilm from being overwhelmed by unnec-
essary lyricism and hearry symbolism. The editing was technically
predominant, although misleading, with its mix of conremporary
sources and staged dramatizations.

A year later, with Lcve on the Run (L'anour ex fuite, 1979), Truffaut
put an end to the series featuring Antoine Doinel's5'- sentimental
tribulations- Through the use of extensive flashback ro previous fea-
tures, the film examined the ways in which an and passion could
dispose of one's existence and happiness. The last episode of Antoine's
vicissitudes, Lore an tbe Ran depicted the new relation between Antoine

Qean-Pierre L6aud), now thirty, and Sabine (Doroth€e), a young sales-
person in a tecord store. Antoine also runs into Colette (Marie-France
Pisier), a former teenage love, who bought Antoine's first published
aurobiographical novel. Criticized for using roo many former episodes
of Antoine's past (The Fou Hundred Bkus, Stolm Klrser, and others),
Lau on the Run gr.ve the series a captivaring dimension to the memones
of Antoine, thanks to rhe inimitable quality of the monrage. Antorne
Doinel displayed consisrency in his character during the four episodes
of rhe saga, and each time conveyed cinematographic intelligence and
the sensitivity of the hlmmaker.
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The arr of Eric Rohmer is a rather special case in the history of French
cinema." Born Jean-Marie Maur.ice Scherer in r9zo, Rohmer has used
perhaps some of the most humble mise-en-scEnes in all of filmmaking
history with his simple, low-budget films while exploring the dynam-
ics and secrets of human relationships. Rohmer's narrative style ex-
plored in a calculated manner only those aspects of life thar seemed
most engaging to him, particularly between protagonists with his own

idiosyncratic universe, a literary and philosophical background, all

wrapped in an evocative narrative environment. Despite the recurrent

formar of their contenr (usually gathered in feature series such as ,4{nral

Tales/Contet Maraztx and Conetlies axrl Prouetbs/Cotnldjes et praurhet), P.oh-

mer's romantic tales possess a refined and consistent talent that has

been inspirational ro many contemporary iilm directors. In his films,
the visual lightness and informality of camera motions and the evoca-
tive treatment of the camera's relationship with reality revealed the
presence of a number of cinematographic styles, such as intellectualism
rn M1 Nigbt at Ma d'r ( lLa nait.hez Maud, ry69), tenderness ro Paaline

at the Beach (Pauliw ) Ia plage, t981, and sensuality in Claire's Knee
(Le genou de Claire, r97o) and Chloi in tbe Afternottn (L'axnur I'apris-

nidi, r97z), as well as the "myth of youth" in an idiosyncratic vision

of Chr6tien de Troyes's Percet'al le Gallais (Petceual h Gallnit, t9l8).
Due to his deeply embedded lyrical personality, Rohmer's cinema
intentionally limited its spect&rm of concerns, and deliberately ex-

cluded certain human issues, involving social and political subject
matter. For his detractors, Rohmer's cinema limited itself ro the insub-
stantial, as part of a larger artistic and intellectual scheme, which, as a

resuh, often failed to convey a persuasive artistic message. His narra-
tives usually overlooked a possible conract with the spectator's deeper
mental universe, and, as a resuh, the presence of unremitting melan-

choly in Rohmer's films has als'ays had a limited impact on French
popular audiences.

As undeniable as it is that Rohmer's cinema is a secluded one, it is

also important to recognize the imPact his lilms have had over some

four decades. The lidelity of Rohmer's supPorteff has always assured
his 6lms reliable production; rhis is an unprecedented record of success
in French cinema. The latest Rohmer cycle, Contes des quatte saitou,
includes A Tale of Springtime (Ur conte de pri tertlps, t989), A \Yinta':
Tale (Un conte d'biter, t99z), A Sunmter't Tale (Un conte d'dt{' ry9(>),
and Autamn Tale (Ua conte d'aat0mnet 1998).

Rohmer earned numerous internarional prizes oYer the years, includ-
ing the Silver Bear at the Bedin Film Festival for The Callexor (La

collectiornease, ry66), an Oscar nomination for Besr Foreign Film and

Besr Screenplay at the r97o Academy Awards for M1 Nigbt at Maad's'

rhe Special Jury Prize at the r9j6 Cannes Film Festival for The Mar-
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quirc af O (La narqaise lO, L975), and the prize for Best Screenplay at
the 1998 Venice Film Fesrival for Auutrtn Tale.

THE STORYTELLERS: BERTRAND BLIER AND
BERTRAND TAVERNIER

Bertrand Blier (b. r9j9), son ofthe popular French actor Bernard Blier
(r9t6-8Q, began his career as assistanr to Georges Lautner and as an
adept of "direct cinema'' shorts (H itle4 cornais pas, rc253). Blier the
director is seen as the mosr rrucLrlenr maker of French lilms of the
r97os, a time that he generally considered stale and too convenrional.
He promoted a mode of cinema that would allow the director to wlte
intimate dialogues, invent stories, and, in general, produce a film as
an artistic whole in his or her own style- In the r98os and r99os,
Blier produced several of the mosr popular films ar rhe French box
ctffr.ce Stepfather (Beau-Pire. r98r), A\€nage (Tenae dc soiry'e, ry86), Tao
Beautiful for You (.Trop belle poar toi, 1989), Thaak Yau, Life (Merci la
rie, t99r), My Man (fuIat bomme, 1996), and Actors (Ler acte n. 2oaa).

Following a 
''false'' 

srart in 1963 with Hhler, connais pas, Blier had
to wait an entire decade to make a full-length feature. Unsuccessful in
his repeated attemprs to persuade producers with rhe lirst-draft sce-
nalro of Gnitg Placet (Les ualseuet, t<174), Blier successfully published
it as a novel and rhen, once it was recognized, remodeled it for cinema.
Vhen the 6lm premiered in France in March t9,-4, Going Placet was
one of the major cinemarographic events of the decade. \(ith it came
much more rhan simply a new type of ilmmaking; it also corre-
sponded to the starting point of a new generarion of actors. Although
far from making a cin1rnd d'aateufi, Bertrand Blier ofGred an innova-
tive look at reality, reevaluating the supposedly "liberated" society of
the eady r97os wirh a sharp psychological approach and a good dose
of cynical eroticism.

Coing Places, which mirrored the disaffected, anarchic mood of
France's youth of the rime, propelled Blier all rhe way to the Oscars.
The action-packed ''country" road movie set in a sorr ofposrapocalypric
near future narrates the idle existence of two young ex-cons who
rapidly become aimless thugs: Jean-Claude (Gdrard Depardieu) and
Pierrot (Patrick Dewaere). The pair butly, harass, and steal from the
residents of surounding neighborhoods for entemainmenr. During an
atrempt to swipe a car, the owner injures Pierrot. After linding a
surgeon for Pietrot's wound, he and Jean-Claude decide to rob the
surgeon of his money and make their way across France, pulling petty
crimes and accosting women whenever possible. They eventually meer

Jeanne (Jeanne Moteau), also an ex-con, who happens to have just
gotten out of jail. Disregarding common decency, Jean-Claude and
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Pierrot travel the .lengrh and breadth of the country in stolen cars, rn

pursuit of hedonistic freedom. They are joined by a hairdresser, Mane-

Ange (Miou-Miou), who ends uP their lover, domestic, and confrdante

Dehumanization and isolation are at the center of almost eYery film

by Bertrand Blier, and can readily be seen in Going Placet. \(hat makes

this story compelling is not the violence itself, but the film's sugges-

tion that passion is an inherently human characteristic; once taken

away, it will make the individual less human. Blier presented violence

in an unremitting, heightened manner, rendering the film alarmingly

evocative and overpowering. N(/ith close, handheld camera shots, he

invited viewers to critically observe Pierrot and Jean-Claude stealing

and pillaging through the cities and countryside of France, and ulti-

mately displayed to them that violence and power could be portrayed

as inherently seductive. Blier's lilm made millions of viewers all the

more uncomfortable as they found themselves sympathizing with such

morally adverse characters. Blier never gave Pierrot and Jean-Claude
any excuse for their behavior. There is no doubt that Going Placet

painted an extremely disturbing portrait of society as the viewers found

themselves understanding the position of the two main protagonisrs

It is a brilliant, darkly poetic work that is able to enrapture and disgust

viewers simultaneously. The stoic humanistic portrait in Grting P laces

was emblematic of Blier's discomfort, and faithfully represented the

arduous diffrculty for the outsider of French cinema to communrcate
his individualistic conviction. Always concerned with the process as

well as the end product, Blier has maintained his role as critic and

commentator throughout his fllmmaking career, as proud of his books

as he is of his films.
Going Places was not concerned with che r.presentarion of events,

the narration of fates, or the adventufes of chosen characters. Instead

Blier's 6lms focused on the presentation of individuals' basic situarlons,

presenting intuition in its daily situations as his characters experienced

it. Pierrot and Jean-Claude are isolated, static, and motionless; thus,

they express themselves from the inside. In Gaing Plarcs, the whole

universe reveals the psychological state of the characters who are parts

of it. Blier's characters were expelled from the stream of successlve
life evenrs, which created the illusion of time that could stop at one

single moment, to reveal a static, unceasing, incongruous, and cruel

wodd of absurdity.
Yet despite all the innovations of his work, Blier remained surpris-

ingly consistent and limired in the targets of his social satire: rhe

Catholic church, bourgeois cultute, and totalitarianism. BIier's oeuvre

was afso one of frustrating inconsistency. Unlike Jean-Luc Godard and

Jacques Rivette, he never made an "unwatchable" movie; but he would

never approach the brilliance or innovation of their best works either.
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Goirg Placu is regarded as one of the pioneering films that carried
the film industry into the next decade, and its important legacy rs a
testament not only to the talent of its cast, filmmaker, and cfew bur
also to the cinematographic renewal thar has undoubtedly stood rhe
test of time. Goixg P/ace; is one of those classics rhat simply cannot be
remade better than rhe original. As Ginette Vincendeau describes ir,
Blier's work possesses an ability ro captue l'air du tenzptt'with all its
crude language (constant use of French suburban slang/argot of the
banlieuu), obscenity (Goitry P laces), cold objectivity (StepfatberlBezzu-Pire
r98 r, and Toa Beautifulfor Yoa/Trap belle paur ,0i. \98q, exteriorizatron
of the angst of urban existence (Cttld Cuts/Bulfet ftoid, t97), and sexual
obsession (Get oat Yaar HaxdAercbiefs/Priparez tns mauchc,irs, r978, and
Aly'nage/Tewe cle nitie, 19861. His regular atempt to screen the bitrer
rruth about sexual conduct in modern-day society is perhaps a herald-
ing signal of the dead end in which modern sociery has unfortunarely
entered, leaving rhe weakest ones ro their own fate. As amoral as his
nartatives may be, Blier somehow managed to capture a raw and
compelling vision of modern social decadence. While one musr look
elsewhere for a crit ical examination, Blier remained an authoritative
and revelarory film artisr whose permissive/transgressive cinemato-
graphic semantics remind the specraror of the exremely narrow Iine
between order and chaos, /iliration des tnaeur; ot ptrre ptovocation, eroric
energy and provocative explorarion of sexual extravaganza.

In establishing a new-style male protagonist in French cinema,
Goittg P/acu consequently boosted rhe reputations of G€rard Depardieu
and Patrick Dewaere, which grew considerably during the rest of the
decade. One of Bertrand Blier's favorite acrors was Patrick Dewaere
(r947-1982), who undeniably was one of the mosr talented and pop-
ular French players of the r97os. Following his debut at the famous
Caf6 de la Gare'r (a stand-up comedy club that featured such furure
film stars as G6rard Depardieu), Dewaere (born Jean-Marie Bourdeau)
landed his first important role in Gaixg Places. Despite live Cdsar
nominations for Best Actor and several participations at the Cannes
Film Festival-in particular, for Alain Corneau's Thriller Story (Sy'rie
noite, r97 9) and Blier's Stepfather Dewaere was never awarded a prize.
For many directors, including Jean-Jacques Annaud, Claude Lelouch,
and Bertrand Blier, Dewaere's vast psychological complexity was one
of the most interesting and anracrive facets of his ralenr, leading him
towatd unusual proragonists who are violent in rheir quest for love
and desperately in search of sentimental comfort, In rhe second half of
the r97os, he was the symbol of a generarion of actors, reFresenring
a certain discomfort and agitation expressed with no ambiguity. He
gave expression and realiry to characters destined to emptiness and
oblivion. Despite Dewaere's obvious talent for comedy, he was often
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Parrick Dewaere (St6Pbane) and G6rard Depardieu (Raoul) in Bertrand Blier's Cer

o .t Ya/r Hand&erchieft (Prcfa*z ut nauthoirs, 1978), (Courresy ofBIFI/@ Ariane)'

successfully cast as fragile, neurotic individuals playing a wide variety

of roles on both sides of the social order-for examPle, a judge in Yves

Boisset's Le jage Fayaut dit "le Sbhif" and a thug in S&le N'oire. Dewaere

was notable for projecting a screen image of masculine strength that

was neverlheless imbued with gentleness and sensitivity. By the late

r97os he had become the most popular actor in France and had

achieved international fame. From his first appearance it Gaing P/acet,

Dewaere's roles in film, thearer, and television grew steadily in prom-

inence. Shortly after the release of Paradi pour tout (Patadix frT All,

r98z), a black drama in which his character commits suicide, Patrick

Dewaere shot himself on July 16, 1982, during the making of le-

louch's Eclitb et Mdrcel. The Patrick Dewaere Award was established in

1983. In rgg2, the actor was the subiect of the French documentary

Patrich Dewacte, which was screened ar the Cannes Film Festival.

Blier's other favorite actor, Gdrard Depardieu (b rq+8), went from

the provincial town of Chdteauroux, where he grew up to Paris, where

he studied acting. He made his screen debut in the shon 6lm Le
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beatnik er k nixet (ry6) and began ro appear in full-length lilms in
the ea y r97os. Following his lead performance as a juvenile delin-
qLrent in G1ixg Placer, Depardieu was soon noted for his versatility and
his unusual combination of gentleness and phvsicality. He subse-
quently appeared in such films as Bernardo Bertolucci's Ninaeen Hux-
dred (.rgoct, 1976), Truffaut's Tbe Last Metro, for which he won the
C6sar for Best Acor, Daniel Vigne's Tbe Retun of A4artin Grcrre (Le
retoar dt hlartix Guere, r98r), Andrzel Walda's Dantrtn (DantLn, r982),
and Claude Berri's Jean de Flarexe (lean de Florate, 1986). In 1984,
Depardieu also directed himself in stage and screen versions of Mo-
bire's Tartulfe. In r988 he starred in Camille Claadel, and in r99o he
won the prize for Best Acror ar the Cannes Film Festival for his
exceptionally energetic role in Cyrana de Bergerac (Cyrana de Bergeraa
r99o), which also received an Oscar nomination the following ycar.
An international star due ro his gift for performing an unlimited range
of characrers, Depardieu is today in a position to claim the title of
greatest French actor of all time (before him, Jean Gabin was the only
actor to have had such an aura).

Other significant lilms srarring Depardieu include Sauret's Vlacezt,
Frangois, Pattl and the Others; Blier's Ger out Yow Handkerchiefs, Cold
Cttts, Minage, and Toa Beautiful for You; Andr1 T€chin6's Barocca (Bar-
occa, t976); Alain Resnais's My Aruerican Llncle (Maa oncle dtAm1rique,
r98o); Truffaut's Tbe lVoman Next Doar (La femne d'i c6t6, t98r);
Jean-Jacques Beineix's TEe Maon ix tbe Gutter (La lune d.,zns le caniueau,
r983); Philippe Labro's Right Bank, kft Bank (Riue droite, rtue gauche,
t984); Alain Corneau's Cboice of Arm (Le cbaix du anxes, tg8t), Fort
Sdganne (F(lfi Sagante, rt184), and A// the Marnings of the Wa d (Tout
/es natias du mande. rc19r); Maurice Pialat's Llxcler tbe Sun of Satan (Sout
le rcleil rlc Satan, rg87); Claude Berri's LJranus ((Jranas, r99o) and
Cetwinal (Germinal, 1993); Yves Angelo's Colonel Chabat (l+ Colonel
Chabert, rc294); Giuseppe Tornatore's LIna pura formalid (A Pare For-
uality, 1994); Jean-Paul Rappeneau's Tbe Hortemax ox the Raof (Le
Hussard sur le tait. 1995); Claude Zidi's Artaix and Ohelix at Caesar
(Axdrix et Obilix cantre Cd:ar, l.999); his own 76s Bridge (Lln paxt entre
deux rives, 1999); Pirof's Vidacq (Vidocq, zoor); and Alain Chabat s
Astdrix and Obilix: lTistiol Cllopatre (zoor), starring as Obdlix.

The eady r99os were also Depardieu's introduction to American
films, with his parricipation in Perer V/eir's romantic comedy Grrez
Card (t99o), for which he received a Golden Globe Award, Ridley
Scott's 149z; Canqucst of Paradise (t992), and Steve Miner's My Fatber,
tbe Hero (a 1994 rernake of Depardieu's r99t French frlm Man pire ce
birot). Depardreu received many inrernational film awards and can besr
be described as one of France's most acrive professional actors in the
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G6rard Depardieu (Alphonse Tram) and GeneviEve Page (che widon) in Bert'and

Blier's Cold Cutt (B"t'fet t'rlil, 1979), (Photo courtesv of the Museum of Modern

Art/Film Stills Archivei O Studio Canal).

industry as well as the champion of the so-called French cultural

exception with his involvemenr in the international Produclion of

motion pictufes (for example, coproducing in r99r Saryaiit Ray's last

fibn, Agantuh, and financing the French distribution of the complete

works of the American independenr director John Cassavetes)

Blier's next important achievement in the r97os was Cet out Your

Handhercbief1 a 6lm in which he self-consciously exPerimented with

narrative form. The story opens in a Parisian bar where a young and

depressed married couple, Raoul (G€rard Depardieu) and Solange (Cat-

ole Laure), struggle in their love life. Raoul is desperate because his

apathetic wife wilt not give him a smile- Sunk in deep thought, she

spends most of her days knitring pullovers: she barely looks at Raoul

and does not talk much. To cure Solange's boredom and to release her

from her sexual corna, Raoul unpredictably decides to offer her co the

first stranger in the restaurant. This happens to be St6phane (Patrick

Dewaere), and Raoul begs him to become his wife's lover until she

regains happiness. At lirst reluctant, Stdphane, a young physical edu-

cation teacher (who, like Raoul, is a Mozart fan), eventually befriends
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the couple. St6phane, however, fails to cheer up Solange. The two
men's greatest mistake is to constantly attempr ro offer her what they
think she desires without ever giving her the freedom to express
herself. Because they believe thar rhe presenee of a child in Solange's
life is the key to her happiness, the three decide to work as summer
camp counselors- Indeed, for the lirst time, Solange's mood seems to
improve. She is particulady attracred to a precocious rhirteen-year-old
boy. Togerher, a new friendship and love begin, which finally quench
her erotic longing; she has regained her laughter. Sentimental yer
extremely sarcastic, rhe srcry of Get 0 t Yaur Handkerchiefi was a success
in the United States a success all the more surprising since Arnelcan
society is not usually open ro rhe depiction of love stories featuring
such an age discrepancy (preteen-student and older teacher) and
therefore seemed to have adapted ro rhe discomfon of the story's moral
landscape. Now more than ever the frlm is a rare testimony to the free
spirit of the r97os which conrrasts with the r98os and even more
with today's sensitivity- Highly provocative, Blier's film cannor oe
easily characterized: it does not follow prescribed cinematographic
conventions, instead achieving success because of its uniqueness. The
music of Mozart, omnipresenr rhroughout the film, contributed to the
Best Score (by Georges Delerue) award at the C6sars. Get lut Y0 r
Handkercbief: also earned the Oscar for Best Foreign Film in 1979 and
the award for Best Screenwriting and Best Direcrion at rhe New York
Film Crit ics' Circle in rq:8.

One year later, it was again the on-screen personaliry of G6rard
Depardieu that stood at rhe center of Blier's nexr film, Cold Cax. "fhe
film heralded the director's movemenr into rhe Surrealist sphere. It
also belonged to the black comedy genre and cleady epiromized,
through the escapades of three men, the alienation and dehumanizatron
process of the modern world and the pace of urbanization.

In a deserted Parisian subway sration an unemployed youog man,
Alphonse Tram (Depardieu), finds an unknown man (Michel Serrault)
stabbed ro death with his own knife. As the film progresses, several
deaths occur as Alphonse comes across other odd individuals with
connections to the universe of death and alienation- Later. he meets an
anomalous character who happens to live alone in his empty high-rise
apartment block in the ultramodern district of La D6fense. This man rs
a bored chief inspector, Morvandieu (Bernard Blier), a crooked individ-
ual who killed his wife years ago because he could not put up with her
music. Soon after, Alphonse's wife is murdered, and although the
psychotic killer (Jean Carmet) immediately begs Alphonse for forgive-
ness, neither the new widower nor the Dolice insDector seems to be
troubled. The three men now live tocerher in a dehumanized univcrse
of wide-open spaces, devoid of peopl" or animals. and rheir eccenrlc
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demeanor is uniformly bleak and lacking in compassion. Indifferent to

manslaughter (even of their own spouses), Alphonse and Morvandieu
appear incapable of circumventing their existential anguish. Unable to

sustain the srress of urban life, they decide to retreat to the countryside
to calm rheir nerves. The bleak ghost-town background of the begin-
ning of the film sets the rone and deliberately grants a disquieting gap

with respect to the rural scenes of the epilogue. But there, too, a

professional hit man tracks them down. The inspecror and Alphonse,

who now chase the killer, are eventually helped by a beautiful stranger
(Carole Bouquet). rVhile on a barge, Alphonse discovers that the Police
inspector does not know how to srvim and immediarely pushes him

overboard in order ro be left alone wirh the stranger. Alphonse's hope

to elope with the mysterious woman is obliterared after she reveals her

tnre identity. She is in fact the daughter of the victim stabbed in the

merro. Shc shoots him an,l leavcr.
Cald Cuts certainly reevaluated the standards of the crime thriller'

As a distinctive Iilm with a strong identity and clarity of purpose, it

displayed an obvious moral indifference through images of urban par-

anoia and many discussions of sex and death. The film also provided a

sratement about the morality of power and contained an avalanche of

affectionate references to the noir genre (Blier's favorite)- Although the

plor is ponderous, ir defies the conventions of noir storytelling by not

being open to a literal interpretation. The ambiguous, almost unintel-

ligible nature of the dialogue, cryptic and literate at the same time,

recalled Surrealism. The film received the C€sar for Best Original

Screenplay in r98o.
As a self-conscious motal satirist, Bliet was not interested in a

conventional narrative. According to {rlm historian Jacques Siclier,'a
Cold Cutt was a pioneering 6lm and inspired many filmmakers. Al-

rhough the frlm evoked a situation similar to those found in the thearer

of the absurd of EugEne Ionesco, Blier never indulged in filmed thea-

ter, which would have meant possible rejection by audiences. The

popular success of Blier's humor thus lay directly in its melodramatrc

subtext and the constant unpredictability ofhis characters.

Although radically different in style, the cinema of Bertrand Tavernrer
(b. r94r) also took its f irst steps in the mid r97os. Discouraged by

the obscurantism of certain auteurs, new directors, such as Blier and

Tavernier began their careers with an already-established concepr of

storytelling. Vhile working as a lilm critic for such joutnals as Pc,tirif

and Les cahiers da cinbna, Tavernier wrote important books on Ameri-

can cinema and was hired as assistant director for Jean-Pierre Melville.

His first feature 6lm assignment, The ClacAmaher of St. Paal (L'bortoga

de Saint-Pau/, 1973), allowed him to impose his new ''concept" on
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French cinema. Surprisingly he collaborated with Jean Aurenche and
Pierre Bost (the two screenwriters of the postwar era who were vehe-
mently criticized by Truffaut in La cahiers du cinimal) to direct The
Clockmaker rf St. Paul, which was also dedicated to Jacques Pr6vert.
This collaboration was all the more surprising in that Tavernier was
usually considered a New N7ave critic. Although the screenplay was
adapted from the novel L'ho oger d Eaerton by Georges Simenon, several
producers had originally refused the project until Raymond Danon
accepted it. In Simenon's novel, the action actually rook place in an
American rown, where no one actually embodies the role of the enemy
or of the villain- However, due to a small budget, the scene was
transferred to Tavernier's narive city of Lyon. The re-creation of an
American town would have involved a much more significant budget
and most likely would have diminished the credibiliry of the plot.

In Tbe Clncknahu of St. Paal, Taverniet unveils the complex relation-
ship that Michel Descorabes (Philippe Noiret) faces with his passionate
twenty-year-old son and the bourgeois society that has fostered his
son's anger. Despite being divorced, Michel has a peaceful life. He
meets his friends at restaurants in the districr of Saint-Paul in rhe
Vieux Lyon, where he enjoys his work, unril rfagedy steps in. AI-
though not interested in politics, Michel respects the laws of socrcry
as he peacefully mainrains his existence as a good citizen. The serene
bliss comes to an end when his son, who lives wirh him, commirs
murder. Since the son (Sylvain Rougerie) is now a fugitive, Police
Inspector Guiboud (Jean Rochefort) seeks Descombes to rerrace the
young man's steps and make him surrender. Between the two men, a
confidential relationship grows. Eventually, the son surrenders, and
after an "expedirious" rr.ial, he is condemned to rwenry years in prison.
Despite their lack of intimacy, at the end of the story the father and
son realize thar a sincere tie unites them for good, as Michel begins to
feel that he is unable ro put rhe blame entirely on his son. ITinner of
the r97 4 Prix louis Delluc, and the Silver Bear at the Berlin Interna-
tional Film Festival for rhar same year, Tlte Clochnaker of St. Paal ts a
brilliant authenticarion of introspection and humanity, through pro-
gressive and compassionate figures.

The strong elements of the narrariye were the unique relationships
between completely opposite characters and the ireducibility of social
barriers. These helped model Tavernier's next feature film, The Judge
and the Arassin (Le juge et l'astasin, r975). The narrative compares rwo
social portraits to prove rhar they are borh the result of a social order
dominated by absurdity and injustice. There are references to the
intolerant climate at the end of the nineteenth century: Zola's books
are burned in public, anti-Semiric posrers are displayed in the streec,
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and rhere is an exaltation of colonial grandeur. In 1893, Joseph Bou-

vier (Michel Galabru)tt a former sergeant in the French military, is re-

pudiated by his fianc6e, louise (C€cile Vassort). Afrer attemPting to

murder her and botching his own suicide, Bouvier is sent to a hospital

in Dole. The two bullets rhat the doctors are unable to remove fiom his

skull cause him insurmountable pain. Although officially recognized as

healthy and sound, Bouvier, once released fiom the hospital, commirs

a dozen atrocious crimes over the next few years all over southern

France, attacking, raping, and killing isolated shepherdesses. Appar-

ently menrally ill, he believes himself to be God's anarchist, assigned

to reestablish justice on earth. Meanwhile, in Privas, provincial Judge
Rousseau (Philippe Noiret), who is determined to solve the case to pro-

more his own stagnant political career, suspects che rnurders are linked.

Vhen Bouvier is finally arrested, the judge begins to enact his plan.

Convinced that Bouvier is faking his mental illness, he gradually be-

comes the mufderef's confidant, uncovering more and more revelations

as he convinces him that his madness will eventually be sufficient rea-

son to rule out the death penalty. Once all the irefutable proof is gath-

ered, the trial begins, and Bouvier is condemned ro death.
Directly inspired by a true story, the case ofJoseph Vacher, the 6lm

was shot partly in the same region as the actual murders The film
probed the intriguing relationship between the condemner and the

condemned, which echoed the circumstances of the late-nineteenth-

century Dreyfus scandal, the anarchist movement, the division be-

r{€en church and state, and the difficult birth of trade unions as a

latent social and historical background. In his second feature, Taver-

nier's narrarive skills were characterized by the absence of stylisric

excess and predominance for a simple discourse in order to reach

emotion rather than visual impression. The Judge and the Arassin was

critically acclaimed and enjoyed considerable success at the 1977

French C€sars with rhe award for Best Actor to Michel Galabru, Best
Music to Philippe Sarde, Best Original Screenplay to Jean Aurenche'6

and Tavernier.
Tavernier continued to produce solid quality wotk, with Deatbwatch

(La nzrt en dircct. r98o:), Clean Slate (Coup de totcbnn, r98t), Misitsippi

Blues (r98,,), A Sunday in tbe Country (Un dimanche A la car/t\agne, 1984),
'Roand Midnight (Autour de ninuit, t9867, Life and Natbing But (La ie

et rien d:aatre, 1989), and It All Stans Today (Qa commmce aajourd'hai,

1999). He has been president of the Institut LumiEre in lyon since its

crearion in r982.
Closely associated wirh Tavernier's career is the Presence of actor

Philippe Noiret (b. rglo), Part of the group of great actors able to

perform a wide variety of differenr characters without ever having to
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relinquish rhe proper individuality, Noirer achieved several of his besr
performances in Tavernier's works. He is also one of the few French
comedians to collaborate regularly with the best Italian directors, such
as Marco Ferreri ln La Grancte Baffi (ry7), Mario Monicelli in Azla
miei (Ma clten ank, t97), and Giuseppe Tornatore in Cinenza paradho
(1989), Noiret began a successful career in Louis Malle's rq6o Zazie
dnzns le A16tra. He won a C6sar for his performance in Tbe Otd Gun (Le
aieux fa:il, t9j r, an honor he again earned for his ponrayal of a Vodd
Var I major in Life and Notbing But. Recipient of the Best Actor award

at the t975 New York Film Critics' Circle for Tbe Clocknaher of tr
Paal. Noirer also perlormed i" o;;; *;;;;;s;""i i '" 'r. l  *"uti*i
Radford's The Postmaa (ll Poxino, ry91.

It is importanr ro keep in mind rhat despite the highs and lows of rhe
industry throughout rhe decades, comedies have always been faithful
economic boosters for French cinema. In part due to the sudden ab-
sence of vereran comedians Bourvil and Fernandel-who died in r97o
and r97 r, respectively-the r97os produced a number of mediocre
comedies the majoriry of which, ironically, happened to be considera-
ble commercial successes. Despite their sociological and cultural con-
tents, French comedies are still neglected by film anthologies, film
studies conferences, and, in particular, film festivals all over the world.
The success of G€rard Oury at the beginning of rhe decade can be
easily explained by the "commercial" stature of his 6rst two successes
(Dan't Look Nou \l{,e're Being Shot At/La yande uadrauille and Tbe Sucker/
Le corniaufi, but also by the berter quality of the scriprs when com-
pared to average comedies. More sophisticated and sharper in its vocab-
ulary, the plot gave access ro very large means to complete its goals,
which surpassed the average French comedies of the time. One of the
most celebrated successes of French comedy is Edouard Molinaro's 1_,rz
Cage Aux Ftllet (La cage aux follet, r978). Adapted from a play written
by Jean Poiret, rhe srory depicts the vicissitudes of a happily settled
homosexual couple, Renato Baldi (Ugo Tognazzi), manager of the
travestite nightclub La Cage aux Folles in Saint-Tropez, and his lorrg-
time life companion, Albin (Michel Serrault), also the club's biggest
attraction, Zaza" Napoh, professional female impersonator. laurent,
Renato's son, announces to his father his future marriage to Andrda,
daughter of an ultraconservative senator (Michel Galabru). As Andrda's
parenrs come down to Saint-Tropez to meer Renato for the fimr time,
Laurent attempts to persuade Albin to step out of the family picture.
But because laurent's mother, Simone, (Claire Maurier) refuses tc,
attend the dinner, Albin decides ar the last minute to reolace her rn
his role as Zaza.
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In the late r97os, the gay subtext of the film helped bring about a
new outlook among audiences who for the most part were unpredict-
ably swept away by the new energy of this comedy. Using the classic
srratagem of vaudeville, the authors were able to redirect the plot
toward a parade of frenetic and ingenious situations rather than a
display of low and derisive vulgarity. The success of La Cage Axx Fallet
generated the completion of two sequels, I-a Cage Aux Fctlles II (t98o)

and Georges lautner's La Cage Aax Follet III, and earned Michel
Serrault the C6sar for Best Actor in 1979. In 1996, the American
remake of the 6lm, Mike Nichols's Tbe Birdrage, was similady quite a

success in American theaters. It starred Robin \(illiams, Narhan Lane,

Dianne rViest, and Gene Hackman.



Chapter 7
The Cinema of the rg8os

France in tbe t98os

Frencb Cinema of tbe t98os: Oter One Thousand Films

Produced

Transfonnations in tbe Frencb Film Industry

A Neu Pafiner: Teledsion
Tbe Ol<l Scbnl of Filmmakers: Frangois Truffaat, Bertrand
Tat'et'nie4 Berttand Blier, and trlaurice Pialat
Tbe S aper Productions: CLtude Berri and Jean-Jacques

Neu Directms for a Neta Generation: Jean-Jacq*es Beineix
and Luc Besson

Tbe Rebirth of Popular Comedies: Coline Sereaa and CLtade
zid;

The film industry of the r98os reacted ro a major technological ad-
vancement in the entertainment business that orisinated outside of
cinema itself. Video technology and cable disrriburion progressivery
altered overall film consumption, supplying new markets and targeting
at that time a limited but well-secured audience.' The r98os were
characterized by the shift from eclectic independent lilms to more
prolitable commercial films, the beginning of the freneric rise in pro-
duction costs (dividing big productions with remaining national pro-
ductions), and the inreasingly more powerful position of French
television over cinematographic production. From now on, the French
film industry had to consider television ratings, accentuated by the
introduction of TV commercials during the screening of films. More
than ever, the obligation for sound financial profit became the major
criterion in decision making. Consequently, rhe consranr upport de farce
between the big and small screen reined in filmmakers' initiative and
shaped an aesthetic model with a common mold.

It is a daunting task to attempt an overall description of French
cinema of the r98os. Traditional film categories, usually recognized
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by general audiences, began to dissolve by the eady part of the de-
cade, rapidly substituted by a cinema of new young directors. For
pfesent purposes, the decade has been divided into three categories:
experienced directors (Maurice Pialat, Bertrand Taternier, Eric Roh-
mer, Franqois Truffaut, Agnis Varda, Bertrand Blier), new directors
(Jean-Jacques Beineix, Luc Besson, Leos Carax), and big-productron
directots (Claude Berri, Jean-Jacques Annaud). The r98os was also

a determining decade for feminist cinema. More women directots
were represented at 6lm festivals, and more women filmmakefs grad-

uated from French lilm schooLs. This particular trend accelerated in

rhe r99os.
Despite the move toward mote commercial productions, lilm festi-

vals around the wodd, like Cannes, strove to preserve the artistic ideals

of filmmaking. Considered the most important film showcase in the
world, Cannes had long been promoting European coproductions,
Asian films (formerly little known in the S7est), and French New
Vave. N{oreover, it presented to the wodd a different image from the
traditional Oscar iconography. At the end of the r97os, the mission of

Cannes seemingly moved toward the promotion of "courageous pro-

ductions," rewarding films such as the Taviani l:'rothers' Padrc Pa,lrone
(r977), Francis Ford Coppola's Apocalyprc Now (r97Q, Andrzej !(ajda's
Man of lron (r98r), Yilmaz Giiney's )ial(r982), and even \(im !7en-

ders's Paris, Texas (t984).

FRANCE IN THE r98os

Following a twenty-three-year cooservative regime. rhe r98os began
with one of the most extensive political changes in contemporary
French history: the election of socialist Franqois Mitterand to the
presidency on May ro, r98r- It brought the l irst Lefr-coalit ion govern-

ment in some forty-five years, following L€on Blum's ephemeral PoP-

ular Front alliance. Despite the significant liberalization of French

society, which occurred during the Giscard years, from r9i4 to r98r
(the voting age was lowered to eighteen, the enrollment of female
students at the univ€rsity level increased, the decisive Simone Veil Act
legalizing abortion and divorce by common consent passed in 1975),
tbe female and youth vote favored the candidate of the left. The
apparent stability of the French ptesidential regime cleady indicated
that the Fifth Republic's constitutional issues played an essential role
in the political agenda since it was created in 1958. Taking advantage
of an unprecedented movement of national enthusiasm, Mitterrand
promptly dissolved the Assembl6e nationale, and the consequent leg-
islative elections that took place in June confirmed the inclination for
political change, giving a wide majority to the Socialist Party alone
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(269 of the total 49r seats). Mitterrand's ''sovereignry," corroborated
by his successful campaign slogan La fara tranquille, began with a
rush of socialist fervor all over France. Because of rhe Communisr
Party's endorsement before the second round of the election, four
members of that political party were appointed ro rhe cabiner of
Prime Minister Pierre Mauroy (the first time since the Liberation s
coalition government).

With a polirical victory, which evidently appeared to be the vorers'
mandate, Mitterrand gained the confidence to rapidly cary out major
economic and social reforms- (Radical change, horvever, did not occur
in r98r, any more than it did in 1968, as the foundations of French
institutions remained unchanged.) Some of rhe very l irst decisions, for
which the new Sovernment was widely praised among the working-
class population, were the signilicant raise in the minimum I'age (the
minimum wage, called SMIC, rvas raised ro percent in June r98r),
increased social security benefits, increased welfare compensations, a
lifth week of paid vacation, the working week shortened ro rhity-nin.
hours, and the subjecting of layoffs to state control. On the judiciary
side, a hisrorical reorganization rook place under rhe close scruriny of
rhe new administrarion, and in September t98t, Justice Secretary

Joseph Badinter, following a speech of great magnitude before the
French Parliament, led the vote for the abolition of the dearh penalty.
(France was actually rhe last country in the EEC ro ban capiral punish-
ment officially.)

In addition to the polirical rransformations, economic measures de-
hned the future direction of the new government's agenda: a dozen
major industries, national banks, and insurance companies were na-
tionalized within a couple of years; a ban on nuclear resring was
imposed; several projects for the construcrion of nuclear power plants
were deferred; and taxes on the highest social brackets were imple-
mented. In addirion, the government decentralized, giving more power
to the regions. In an effon to create a new dynamic for smaller
companies, a substantial degree of economic delegation shifted part of
the state's authority to regional and local councils. The new organiza-
tion of state cultural interventions played a major role in the daily
l ives ofthe French people. In September r98r, rhe first TGV (high-
speed train) connection between Paris and Lyon was inaugurated. Two
hours was now all the time needed to reach the capital fiom its second
largest metropolis- Consequently, this new technical advance directly
created an intense comperition with French airline companies.

But while the socialist administration was focusing on some gigarr-
tic socioeconomic tasks, the majority of European nations had already
begun the program to counter the European Economic Community's'
most urgent problem at the time, inflation. In France, inflation rose to
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14 percent and unemployment to almost Io percent. By 1982, the
economy had deteriorared in most European countries (an average rz
percent inflation rate), and most governmenrs imposed a controlled
gfowth of wage caps and unpopular price freezes among small busi-
nesses despite ta-t concessions to business. Finance Minister Jacques
Delors indicated that the present economic and social projecrs were
ultimately undermining the national economy. The so-called period of
economic austerity began with the devaluation of the French franc.
Austerity measures were adopted in June r98u and March 1983,
including major cuts in public exp€nses.

The lirst socialist administration came to an end with the legislative
elections in 1986 and the victory ofthe right coalition, which regained
a slim majority in the parliament. This episode was the first time rn
rhe hisrory of rhe Fifth Republic that the majority in the assembly did
not endorse the president's party. The flew government, formed mainly
by center-right democrats (RPR, Rassemblement Pour la R€publique,
and UDF, Union pour la D€mocratie Frangaise), was led by newly
appoinred Prime Minister Jacques Chirac, who began a policy of pri-
vatizing state-owned companies, decreasing income tax rates at the
upper levels, and removing the wealth tax. Allowing the prime min-
ister to conduct domestic matters. Mitterrand focused on internarional
relarions.

Meanwhile, within the turmoil of the so-called cohabitation, a new
political figure emerged on the French political scene. This was Jean-
Marie Le Pen, who headed the National Front Party (Front National),
which scored successes with its xenophobic-themed crusade to expel
illegal or unemployed immigrant workers. The party's platform also
strongly opposed the residency and electoral rights granted to certain
categories of immigrants.

If it was true that social tensions in most large subutban areas
rapidly caused a redefinition of the political debate around the mid-
r98os, it was also apparent that despite the escalation of those con-
flicts, new associations, such as S-O.S. Racisme, were proving the
solidarity and cohesion of French people. Stand-up comedian and film
actor Coluche, followed by a myriad of French artists and celebrities,
created an unprecedenred association-Les Restos du Coeur-which
to date symbolizes the awareness triggered by the spreading of a new
kind ofpoverry in major French urban afeas: /es xaateaux pauuret.

The period of 
''cohabitation" between Chirac and Socialisr president

Mitterrand lasted only a couple of years, until Mitterrand's teelection
on May 8, 1988. Despite rhe facr that a signiFcant segment of the
French population that was profoundly disillusioned wirh the socral
changes and economic reforms (they were often laf:,eIed les tldgus du
socialiynelthe disillusioned ones), against all odds Mitterrand was able
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to r(gain the confidence of the majority. What he had actually pur in
place, years before announcing his candidacy for a second mandate, can
best be described as an understared reverence of the persona, an au-
thentic "cultification" of the (or his own) presidency. Mitterrand's
political career, indeed, extended over half a century, and his fourteen
years as presidenr of the French Republic made him France's longest
reigning politician since Napol6on III.r However, despite the social
reforms and historical decisions, the socialist administration's expert-
ence never quite succeeded in transforming French society's fundamen-
tal nucleus, capitalistic structule, or social profile.o

In France, the r98os began with an assettive new cultural trend
clearly delined as "cultural pluralism." One of the best examples of the
new consensus occuned on March 6, r98o, as writer Marguetite Your-
cenar became the lirst woman to enter the highly select society of the
Acaddmie franEaise. In the freld of popular music, the r98os was
marked by the rediscovery of cosmopolitan afiists, particulady African
aftists (e.g., Tour6 Kounda, Manu di Bango, and Mori Kanre), this
rime not exclusively by connoisseurs, but by large and diverse popular
audiences. In the field of radio entertainment, and befote rhe advent of
video, there were new horizons for radio broadcast wirh the legaiization
ofprivate and local stations in 1982. A multitude ofnew radio statrons
surfaced, along wirh raditional public radio stations on FM. Musrc
srations, such as the newly created NRJ, Fun Radio, and Skyrock, were
immediately popular among young audiences. The novelty led ro the
long-awaited reorganization of the radio networks. Unfortunately, the
hope of seeing small radio stations linally emerge following decades of
negation and sequestrarions was squashed as the largest private radio
companies (e.g., NRJ) promoted themselves as the new and exclusive
leaders for young audiences. Created in r98 r by Jean-Paul Baudecroux,
NRJ reached an audience between frfteen and thirty years of age. Vith
its strong public relations strategy and organization of concerts in
France, the company rapidly created a large network of provincial radio
stations throughout the country.5

Outside the traditional fields of entertainment (music and cinema),
France of rhe r98os represented a new era for individual well-being.
As the American trend for jogging invaded Europe and France, the
French gradually developed a new awareness of physical firness. In
sports, France, one of the few westetn nations hitherto never to wrn
any international title in team sports, came away with its lirst in June
1984: a victory in the Eutopean soccer championship. On water, G6r-
ard d'Aboville was rhe firsr man ro row across the Atlantic Ocean, and
in space, astronaur Jean-Loup Chr6tien was the firsr Frenchman to
participate in an international space explotarion ptoject, spending
seven days in rhe company of Soviet cosmonauts on Sa1az T6 it 1982.

TRENCH Clr\*EMA
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This success was echoed by another technological sensation. First
launched in September 1982, Ariane began a long string of successful
commercial contracts in rhe satellite market. In rhe field ofarchitecture
and national construction, the r98os proved an exceptionally prolific
period under the turelage of President Mitterrand, whose decisions for
the most part triggered fierce opposition from political adversaries and
urban representatives, and as the years wenr by ultimately brought
about a national reconciliation. Since Baron Georges Haussmann's
architectural enterprises a century before, Paris had never undergofle
such exrensive construction and architectural develoFment. The follow-
ing achievements asserted French cultural leadership by adorning Paris
with a glirtering collection of cultural monuments that included the
Op6ra Bastille (1989), L M. Pei's pyramid of the louvre (inaugurated
in r988), the Grand Louvre (r989), the new National Library (1995),

a science and technology complex at La Villerte (r985), and the gigan-
tic Arche de la D6fense (1989), making a spectacular visual and linear
alignment with the Arc de Triomphe, the Champs-Elys6es, the Tuil-
eries, and the Louvre.

For cinema, as well as rhe arts in general, rhe nomination ofJack
Lang as the new minister of culture within the socialist government
would be of considerable irnportance for the test of the century. Vith
his nomination, the status of the Ministre de la Culture, tradirionally
secondary, even unknown at times, sudden.ly became the cultural win-
dow of a new narion in a new decade, and Lang served as the spokes-
man for the new political disposition. During the two socialist
mandates, Lang was the only member of the government ro be twice
appointed to his posirion (r98r 86 and t988 93). Specacular cultural
manifestations, combined wirh a great communicative savoir faire, best
define Lang's gift for popular aFpearances. Lang's agenda began rm-
mediately with a coup de th66tre, which occurred via his declaratrons
toward Deauville's American Film Festival. Lang, who refused to at-
tend the event, made several rematks emphasizing the desire for eco-
nomic independence of French cinema from what was again perceived
as American-cultural hegemony, which, according to observers at the
time, was interpreted as outspoken anti-Americanism.

Despite some difficult episodes like the r98r closing of the legen-
dary Victorine Studios in Nice, French cinema was in part assisted by
several encouraging iniriatives, such as the foundation of the Lumidre
Institute in Lyoo (1982), the inauguration of the llamboyant Palais
des Festivals in Cannes (1983) to replace the old movie theater by
rhen too small for rhe annual event, and the inauguration of the 6rst
annual French Film Festival in Sarasota, Florida (1989). And while
Lang's popularity never wavered, particularly after organizing the first
annual F€te de la musique in 1982, as well as the F€te du cin6ma,
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the beginning of the r98os was synonymous rvith growing economtc
difficulties and with the dramatic and sudden increase in production
costs in French cinema. As a result, Lang decided to create eight
regional cinema centers (Grenob.le, Nantes, Quimper, le Havre, Bo-
bigny, Vitrolles, Villemur-sur-Tarn, and Nantetre), known as mauons
de la cu/ture, all financed by the state. Despite the srrong commitment
of the government, however, regional cinema never took off commer-
cially, and Paris continued to be, and still remains, the only generator
of full-length features and new filmmakers.

FRINCH CINEMA OF THE r98os: OVER ONE
THOUSAND FILMS PRODUCED

Compared to the preceding decade, which valued a certain type of
militant cinema representative of the spirir of the time, French cinema
of the r98os could in retrospect be described as the era of the "neo-
polar." Akhough still inspired by the New \7ave, French directors
insrigated an eloquent return to more rraditional storytelling remtnrs-
cent of the posrwar era. If a dependable and critical debate on the war
in Algeria was absent during the early r96os (as well as the militant
spirit of the post-'68 era), this new decade suggesred a rvide variety of
different aesthetic styles and theories just as if each director claimed
his or her own school or folitique. Inventive fictions juxtaposed with
aesthetic chronicles and spirituality took ovet (e.g., Alain Cavalier's
Thlrise, 1286, earned six C6sar awards). One of the many reasons why
political and militant cinema productions began to slow down at the
end of the r97os, and clearly during the first couple of years of the
r98os, was the shift of power to the new socialist administration.
Many filmmakers, adherent to socialist political ideas, mosr likely did
not feel a need to pursue a mote politically engaged cinema while no
longer in a position of opposition. Except in rare cases, most political
films did not represent contemporary French society. Film historian
Susan Hayward explains the reason for the trend:

The primary reason for this evaporation of authenticity in cinema was
tied in with the overall meaning of disaffecrion s,ith ideology. \fhen
the Left came to power in r98r, they did so on a platform of social
reforms. The Lefr's discourse was embedded with the rhetoric of social
justice and as such rvas far removed from the politics of liberalism that
had so valued capitalism, free-marketing ideology, and implicitly, the
individual. In simple terms the socialist platform amounted to a credo
in sociecy. But by 1982 €3 and to the electorate's mind ac least-
this credo, because of the effects of recession, had all but evaporated,
and to all appearances the Left was instituting policies that did little to
distinguish it from the Right. It is in the centering of these discoutses

FRENCH CINEM-{
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that one can perceive the evaporation of authenric cinema. As with the
political arena, the r98os witnessed a centering of cinema's ideological
discourses from the "left-Marxisr-iofl ected" aod "anti-American heee-
monic pmxis" 6lms of the r96os and r97os, from a politrcal .inema
that was politically made to an apolitical cinema that was designet and
consumer led- rVith rare exceptioos, the cinema of the r98os and earll'
r99os has been one that says "since there is nothing here (no ideology,
etc.). let's imitate."6

With the decline of political lilms in the r98os, contemporary social
observation was less likely ro be found in the subject matter of ne$,,
filmmakers. On an economic level, the linancial aid commitrees cleady
would not approve of a militant cinema. Therefore, it is true that soon
after the beginning of the Mitterrand years, political cinema, as well
as the subject of politics in films, rapidly disappeared, with rare excep-
tions.T Unlike the artistic trend of the preceding decade, French cin-
ema of the r98os never quite seemed to reflect the spirit of its trme.
The reason for this was most likely a combinarion of the growing
economic and humanitarian crises and difficuhies, the catasrrophe of
Chernobyl, the outbreak of AIDS, the eruption of a new type of urban
poverty, and rhe never-ending growth of unemployment. If the decade
began with the people's visible aspiration ro social change, the r98os
certainly ended with a sky full of clouds over French society in general.
"In the r98os," observes Hayward, "the authentic cinema evaporated
in the face of pastiche,"3 and ir was no surprise to perceive the decline
of original auteur cinema. Although in financially dire straits, French
ci dna d'autekfi nevertheless was still present in the r98os, but in a
large part in productions that never feached an audience and re-
mained withour disuibution. The celebrated cindpbiles' cinema was
going through a difficult period. One of the most dmmatic aftermaths
of the ruthless competition between television and the seventh art
was, paradoxically, the declining importance of the qaalitd cinema.
Television productions, although lacking technical mastery and cred-
ibility, step by step gained popularity among general audiences and
evenrually secured access to a much rvider spectatorship. For the
French television industry, mass viewership was the number one pre-
occupation, whereas for the French film industry, the notion of the
art of frlm continued to supersede the importance of financial viability
and audience fulfillment.

For the audiences ofthe r98os, mainly by then television spectators,
the star system began to change. Actors were no longer "movie stars"
as in the past. \fith all the festivals, press conferences, promotional
tours, TV talk shows, and magazines, French actors such as G€rard
Depatdieu, Catherine Deneuve, Natha.lie Baye, Richard Berry, and
Isabelle Adjani no longer embodied the hero or cult figure o[ their
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predecessors. Consequently, the devaluation of thei mtdiatique inages
became unavoidable.n

TRANSFORMATIONS IN THE FRINCH FILM
INDUSTRY

The debate over Hollywood hegemony versus French cinema cotte-
sponds to a general debate in France and throughout Europe regarding
the growing supremacy of American culture. The main point of con-
tention is the American system of mass production, as defined by most
major US studios. Taking into considetation the higher cost effectrve-
ness of the typical American production, the central point ofrhe debate
is whether to accept the system or to seek salutary alternarives. Al-
though the issues around this old economic predicament were mostly
a French concetn in the 6rst half of the century, it progressively
became a European mamer during the postwar era. Already suggested
on many occasions by government officials as eady as 1945 (Blum-

Byrnes Agreements), the actual iniriative to build up a European
substitute for the Hollywood production sysrem only began to take
shape under the patronage ofJack Lang. In the end, the r98os repre-
sented the realization of a distinct European production system.

Lang's endeavors were oriented toward preserving the identity of
French cinema (and indirectly the European 61m indusrry in genera.l)
and making it prosper financially, despite the overpowering volume of
American films and the menace of GATT (General Agreement on
Tariffs and Trade) on the international lilm industry.'" To protect the
French film industry from foreign competition, the government reas-
serted the doctrine of protectionism for national productions, vra a
complex set of quoras and state subventions. Logically, the best and
most efficient way to accomplish preset goals, and to protect European
cinema, was to encourage better and more pfoductions. By persuading
other European governments that quality cinematographic producrions
could also help reassert European economic and cultural authority,
Lang indirectly implemented a rebirrh in most European nations'
efforts to subsidize their national lilm productions. Meanrvhile, en-
dowed with essentially worldwide comprehensible narratives and char-
acrers, American films quickly progressed within the European matket,
reaching fifty-six percent of the lilms shown in French movie theaters
and over seventy percent in European movie theaters by r99o. Al-
rhough incessantly providing leading new talent (film direcrors, actors,
and technicians) with cutting-edge artistic scope, the French-film rn-
dustry, in comparison to Holll.wood's, was never able to sustain the
necessary financial commitment and backing. As long as leading
French frlmmakers and critics firmly believed in cinema as an art form
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rather rhafl popular entertainment, the gap between the US and French
6lm industries widened each year. From the first generations of the
postwar era until the r98os, ending with the GAfi in 1993, Holly-
wood expanded the "commerciability" of films. In conttast, the French
system maintained the sacrosanct idea of cindna d auteurr and the highly
protected artisric prerogative of irs filmmakers.

In 1978, producrion costs began to increase dramatically (by seven-
teen percent in just one year) and rose by 35 percenr in 1988." This
increase represenred an attempt to keep up wirh the overwhelming
pace of Hollywood. As a result, many successful actors (e.g., Alain
Delon, G6rard Depardieu, and Jean-Paul Belmondo) became producers
and were eventually able to survive the tide.

Long before production costs increased, however, several French
{ilmmakers and producers understood that in order to keep up with
American turnout, French cinema had to join forces with other na-
tional cinemas. For many, due to new technologies (e.g., satellites and
cable access), which internationalized by force the paysage atdio-t'isuel,
the key was no Ionger ro protect national borders but rather to think
in terms ofa real and efficient European policy (if not global economy).
As a result, 1989 became the firsr year in which the majority offeature
films were actually coproductions. The project was all the more diffi-
cult for Jack I-ang to submit, since most European countries, in similat
fashion to the United States, did not have an authentic representative
for "cultural affairs" in their government. The sudden escalation in
producrion costs ditectly penalized the cindtaa d autears (.more than
doubling during the decade).

Evety stage of production was now to be taken into account: from
the cost of materials (camera, lighting equipment, editing, and studio
time) to the stipends of technical crews rvho, Iess ofren employed,
required higher compensations every year. Because of these financial
difficulties, small-budger producrions slowly began to disappear from
the lilm market. Inspired by the Hollywood model, French producers
began to organize their lilm commercialization no longer around the
frlm itself bur rather rhrough a series of markering products and media
appearances by actors and directors. Visibility in post-production was
by then more than just a commercial necessity. It was a solid guarantee
for a producers'next project. Many French producers, Iike Claude
Berri, reflecting on the reason for the commercial success of American
films in France, came to the conclusion that rhe key component of
prolirable movies was the size of their budget. By the very nature of
their financing, Holly.wood super productions were in a position to
conquer new European markets. Some French producers, less fearful of
financial risk, took up the challenge, giving birth to multinational
giant productions (interestingly enough, gratis mainly American Ii-



3 0 8 FRENCH CINEMA

nancing). Eventually, some French filmmakers, in order to secure nec-
essary funding, chose English and English-speaking actors. This was
mainly because most investors, especially distriburors, were American,
and rheir decisions were based on American versions of films. This
gave an edge to those producrions whose language rvas already English,
such as Jean-Jacques Annaud's The Natne tf tbe Rose (l,e nam de Ia rase,
r987) and Luc Besson's Tbe Profexianal (Ldan, 1994).

Meanwhile, the progression of American cinema seemingly continued
to conquer the French market. In r983, French fi lms sti l l  constituted
fifty percent ofthe market, as opposed to thirty-six percent for Amerlcan
films; three years later, in r986, French spectatorship began for the 6rst
time ro shift its preferences in majority for American films (over French
films). The propensiry worsened during the next couple ofyears, and in
1989 French films represented less than forty percent of rhe market, in
comparison to lifty-eight percent for American films- This shift, however,
was among regular film viewers and not among the occasional viewers
whose attendance remained relatively stable. But despite the visible de-
cline of its film industry (with an average of r8o million tickets sold
annually in the r97os, going don'n to rz3 mill ion by r994), French crn-
ema, compared to other European national cinemas, was still one of the
best represented in its national market, with 34 percent in r993-

A new phenomenon began to surface with the concenaration of
commercial successes in the Ftench 6lm market. In the r97os, the
most impoftant commercial successes generally represented twenty
percent of the market. But with the influence of Hollywood, French
film viewing began to diversify, and big commercial productions grew
to fifty percent of the markets. Especially among young audiences,
American motion pictures became more and more popular, often per-
ceived as more entertaining and more accessible when compared to the
average French productions. ln r98:, French cinema recorded more
than 2oo million spectators; attendance decreased by almost half the
number at the end of the decade. Despite this crisis, because of rts
innovation and pragmatic energy, the French film industry somehow
managed ro limit its losses, especially when compared to counuies like
Italy, where rhe decrease in viewership reached 7o percent.

Momentarily leaving aside comparative assessments of US produc-
tions, the French 1ilm industry remains, ar the beginning of the rwenty-
first century, the most dynamic in Europe, with the largest distribution
network of more than 4,ooo theaters. According to the CNC, the
attendance (in mill ions) at French theaters in the r98os was r79 (r98o),

r89  ( r98r ) ,  2o2 (1982) ,  ry9  ( t983) ,  19r  (1984) ,  r75  (1985) ,  168
(tcs86), t17 Q981), tz5 (r988), rzr (r989), and rzz (r99o).

Finally, despite the growing presence of American films, the French
film industry saw some prolitable results, with productions such as
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Claude Pinoteau's Tbe Paty (l-a lnum: more than four million tickets
sold in r98o), Georges lautner's The Profusional (Le profesitnel; four
mill ion in r98r), G6rard Oury's L'as det as (aln:'ost;.1 mill ion in
r982, with 2.45 mill ion during the first screening week), Jean Becker's
Oae Deadly Sumner (L'{ty' meurtrier, five million in 1983)," Claude
Berrr's Tchao Pantin! (three million in r983), Michel Blanc's Marche )
I'orabre (5 million in 1984), Claude Zrdi's My Neu Partner (Lu ripoux.

5.8 million in 1984), Patrice Leconte's l*: spiciali:ta (five million in
1984), Coline Serrcan's Tbru Mex and a Culle (Trni: bonmet et un
coffin, ten million in 1985), Claude Berti's Jean de FL,rene and A4anan
af tbe Spring (seven million and six million, respectively, in r986), and
Luc Besson's The Big Blae (Le grand bleu, nine million in r988).

In light of growing US competirion, French cinema relied heavily
on the government's leadership and modernism in terms of coordinat-
ing a new system of frnancing national productions. For Jack Lang, the
prevailing perspective of verrical integration (i.e., all phases of cine-
matographic production, from shooting, ro marketing strategies, to
distribution, to television rights), traditionally owned or controlled by
a single investor or group of producers, had to be reorganized in order
to liberare the market from the asphyxiating commercial conditions
being created, which sooner or later would compel rhe French film
industry ro orient rhe very identity of its productions roward the
Hollywood model. To supplement the arance[ ! r tecettet system, Jack
Lang created the SOFtrCA (Soci6t6s de financement des industries ci-
ndmatographiques et audiovisuelles) program in 1985. These invest-
ment companies were mostly created to acquire capital from private
individuals or companies in exchange for fiscal advantages. As a result,
more than fifty films were completed by the early r99os. Contrary to
common belief, the duarue! slrr recettet system was not imFlemented
solely to encourage new talent, but to provide sufllcient financial help
for already accomplished and even notorious filmmakers. Despite its
numerous imperfections, the system was able, since its creation in the
early r96os, to set in motion some of the most imFonant projects of
the decade. Set against royalties from French box office revenues, the
systern directly benelited many other filmmakers and came to the
assistance of some of France's most prestigious artists, such as Claude
Lanzmann (Shoab/Shaab, r984), Agnes Yarda (Yagaboad/Sdns toit xi k)i,
r98t), Robert Bresson (.Mc,ney/L'rilg€nt, 1981), and Alain Resnais
(L'anoar ) mort, r984).

In addition to its patron-of-the-arts image, one of the other objec-
tives of the .a!4ncet s r recettes institution was eventually to reinvigorate
the lilm industry, As such, the regulation stipulared that movie com-
panies benefiting from these incentives (mainly 6lm producers) engage
in all aspects of film activity, including post-production, distribution,
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and establishing studios and cinema houses. On the one hand, French
producers generally argued that companies established under this reg-
ularion were more inclined to conduct distribution activities at the
expense of production and the establishment, and running of studios.
On the other hand, French industry representatives accused these 61m
companies of swamping the local market with American movies. A1-
though the government doubled the budget of rhe al)4ncet r r recette!
system in 1982, and consequently facilitated the first feature lilms of
many young film directors, a number of them were precluded from
pursuing a successful movie career for several reasons. These reasons
included the evolution of the market wirh the rapid escalation of
production costs, the disaffection of a public, more and more oriented
toward the American-star system, and the lack of support of French
television companies which were not always open to endorsing "un-

known" lilms, much less coproducing them- Vhen they would consenr
to panicipate in a production, television companies committed to only
a certain percentage of the project, which often turned out to be a
relatively negligible amount. Compared to their seniors, the main
difficulty young filmmakers had to negotiate was that for the 6rst time
television represented a major obstacle to rhe beginning of a film
career. Many young and talented directots were able to achieve only
one film before disappearing from the movie business.

Unlike the early r96os, when the general public went to movie
theaters to see Jean-Luc Godard's Breatbless or Claude Chabrol's Bitter
Reunion, the same general public twenty years later could choose to
wait several months and view new directors'films at home on the
small screen. One of the major problems for the French film industry
in its effort to ensure a new generation of lilmmakers was the produc-
ers' trust in rhe old-school directors, such as Maurice Pialat, Bertrand
Tavernier, and Frangois Truffaut, Investmenrs were difficult during the
economic crunch of the eady r98os, and investors would usually bet
on sure values rather than venture to endorse unknown projects. As a
result, young direcrors were more or less in the same situation their
seniors faced thirty years before them: only a providential professional
connection could launch their professional careers. Despite the innu-
merat'le obstacles, however, a respectable number of new French direc-
tors were able to achieve a first full-length feature 6lm each year
(berween lifreen and twenty annually).

A NE\i/ PARTNER: TELEVISION

In France, the r98os represented a unique socio-economic phase, essen-
tially dominated by the drastic acceleration in the consumption of
cultural goods. Since its 6rst broadcasts in the early r95os, Ftench
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television had never undergone a major orga .zational transformatron.
The single state-owned channel, ORTF (Office radio-t6l6vision franga-
ise), slowly evolved into several channels without ever changing rts
purpose or mission. As the number of TV channels expanded from
three to six. then later seven. television became the dominant medrum
in the world of images. The year 1984 saw a revolution in French
television with the birth of Canal*, whose mission was to broadcast
recently released lilms. Soon imitared by the creation of two other
private television companies two years later (la 5 and M6), the govern-
ment allowed another major breakthrough wirh the privatization of
the oldest state-orvned channel, TFr. \(ith a total of six channels by
1981 (four of which were private companies), French viewers for the
first time enjoyed a relatively broad choice in television entertainment.
The first and direct vicrim of this expansion was, logically, cinema
production, since both the television and film indusrries were by now,
for better or worse, closely interconnected. Cinema was no longer the
only "image'' distributor around.

The aesrheric requirements and economic realities of French televi-
sion deeply influenced the production of French films during the
r98os. More inclined toward general public and family entertainment,
TV producers gradually moved their expectations toward a more re-
fined aesthetic, emphasizing clear-cut commercial products, closer to
the one of the qualitt eta rather thar' the post-'68 era (deeply embedded
in a political and militant behaviorism no longer in demand among
general audiences). From now on, a substantial part of French cinemat-
ographic production was conceived for TV. This not only affecred rhe
choice of subject matter, but also seriously limited rhe cfeativity of
filmmakers. Many film historians, like Jacques Siclier, argue that the
sudden shift roward more televised filmmaking explains the emer-
gence, or reemergence, of more visually inclined directors, r'ho, for the
most part, came from the wodd of advertising (e,g., Jean-Jacques
Annaud and Luc Besson).

Despite a solid financial situation and increasing profits,'3 due
mainly to healthy advertisement contracts, French television companies
continued to increase their participation in cinema productions and
films rights. The turning point of the evolution of film consumption
occurred in 1985, when for the first time a larger number of movies
were screened on national television than in rhearers (consequently,
American films became ptedominant when compared to French films).
Paradoxical as.it may seem, television cinema-fllms whose rights
were bought by television companies was by far rhe cheapest and
most popular source of programming, since the production costs for a
TV film were usually higher when compared to the purchase of the
fi lm's rights. In addition, American television series, which since the



J I 2 FRENCH CINEMA

late r97os had continued ro overwhelm the European market with low
prices (since already amortized in the US), indirectly slowed down the
production of French TV lilms as well as French TV series. Because of
this, national and European quoras were rapidly established. In r985,
rhe revenue of a lilm screened in theate$ represented twenty-five
percent of the total revenue; in r99o, less rhan twenty percent, with
forty percent from relevision rights, eight percent from videos and
fifteen percent from international sales.

In parallel with television, one of rhe largest society phenomena,
which characterized so well the evolution of the r98os, was a sudden
and revolutionary shift in viewing format, which shaped the economrc
prediction of the cinematographic industry forever: television and
VCRs, borh accessible at home, became the new decisive adjuncts.'a
Born in the r96os, the lirst tentative VCR models from the Sony
Corporation initiated the market with the first affordable VCR in
1969, followed a Gw years later by the expansion of two viewing
devices: the Betamax format by Sony and rhe VHS format by the
Matsushita Corporation. Videocassette recorders gradually became less
exclusive and consequently entered the homes of millions of families.
In tc176, the VHS system was commercialized worldwide but rts
progression was somewhat relatively discreet in France. A rather small
number of people at the time, mainly professional, cleady realized that
this new format was about to revolutionize rhe concept of cin6philie
fqlsvsl-1hs VCR would bring to the homes of millions a medium
that had almost exclusively been presented in commercial houses since
the invention of morion pictures. From the late r97os on, the impor-
tance of video in the entertainment iodustry, as well as in art and
education, grew- The accessibility to films on videocassette further
affected artendance at rhe numerous cixy'-chbs rn France by offering the
public irs own selection of films. Although feared by film producers
and distributors for its potential threat to exhibition profits (the sales
of films on videocassette had increased steadily since the coming of
VCRs, with a jump of 75 percent in r993), rhe video market actually
had the opposite effect: not only did it not dramatically affect atten-
dance at thearers, bur it also signilicantly prolonged the commercial
r ime span o f  mosr  French producr ion : .

The r98os were unquestionably the beginning of an important new
viewing era, with more and more French households owning VCRs:
over 2oo,ooo VCRs in r98o; one mill ion in r98z; three mill ion in
r983; f ive mill ion in 1988; and more than ten mill ion in r99o. This
trend parallels the growth in the number of televised films (over 8oo
feature films in 1986 and close to r,3oo films screened on french
television by the end of the decade). rVith an increasing number of
feature films screened on the six French channels (9r3 films in 1988,
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for example), the number of VCRs continued to grow, allowing view-
ers to record movies at no cost and watch them at their leisure.

The crearion of the first private TV channel, Canal*, broughr a
small revolution in rhe history of French-television viewing and syrn-
bolized the beginning of the end for the state monopoly over the
marketing of images, As early as the first season, the new subscriptron
channel, accessible only with a decoder system, immediately offered
nonconforming competirive programs with one feature lilm per day
(usually screened one calendar year after the release in theaters). This
was a considerable advantage since rhe other national channels had a
three-year interval period, unless they coproduced rhe film (which
meanr a one-year delay). Quickly, Canal* improved its programming
and began to screen films six times in a two-week period. Because of
the creation of free private television channels (La Cinq and TV6), rhe
development of Canal* slowed briefly before taking off again in the
late r98os and early r99os. \7ith such incentives as a record screening
of 3:o films per year, the number of subscribers began to increase
dramatically, from z3o,ooo in 1987 to 3 mill ion in r99o. Another
advantage, which indirectly contributed ro the success of Canal*, was
the gradual implementarion, on other channels, of regular interrup-
rions in films for commercial spots. This phenomenon, absent at
Canal*, not only outraged filmmakers but also attracted new viewers
to the uninterrupted viewing mode offered by the new company.

The r98os also brought an important change in the French lilm
industry regarding financing. In the eady r98os, French televisron
coproduced just over twenty percent of French films and ended the
decade coproducing more than lifty percent. In November 1987,
Canal* signed an agreement with major producing companies, which
indirectly affected the production and distribution nerwork all over
France. Canal* became by far the most active participant, and is still
the major partner for the financing of French feature 61ms (e.g., eighty
percent of French productions benefited from Canal* financial aid in
t993)- Latet on, Canala pledged to use one-fifrh of its commercial
and subscription revenue to finance fullJength feature films, 5o per-
cent of which were to be French productions. This was a daunting task
indeed, since more than a quarrer of the company's budger was allo-
cated to screening copyrights.

THE OLD SCHOOL OF FILMMAKERS: FRANQOIS
TRUFFAUT, BERTRAND TAVERNIER, BERTRAND
BLIER, AND MAURICE PIALAT

Although experienced directors such as Maurice Pialat, Berrrand Tav-
ernier, Bertrand Blier, Eric Rohmer, and Franeois Tru{Iaut were still
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active in the early r98os, they rePresenred their own cinematographic

style. Despite rheir unshakable popularity among general audiences'

they no longer epitomized the "young Seneration'' of filmmakers. The

case of Franqois Truffaut is all the more interesting in that his career,

although often celebrated for its phenomenal beginnings, finished with

one of rhe greatest critical successes in French cinema histoty: The Last

hletra (r98o). The inspiration for the film came to Truffaut via Jean
Marais's memoir on the splendor and pains of the Parisian stage during

\7o d \War II. Vith a script written with Suzanne Schiffman, Truffaur

again appealed to audiences with his muttiple layers He combined a

delicate blend of artistic ambitions, popular storytellinS, and excel-

lence in the cinematographic tradition. The Last Metro was a realisric

contemplarion on the amistic mood during the Nazi Occupation. The

film investigates the dynamics in the relationships between the actors

of a theater company in a climate of anragonism and terror. Truffaut

employed only recognizable significances from the plot's main impli-

cation. As the story unfolds, the emotional element progressively

comes to imply another issue-the power of the artist even when

conlined to silence and isolation.
The double plot narrates the story of the struggles of the theater

during the Occupation and Bernard Granger's 6ght for the French

Resistance. In r94z Lucas Steiner (Heinz Bennent), a stage director rn

the Montmartre district of Paris, takes refuge in the basement of his

own theater to escape the Gesrapo. Before his departure, he has left all

the stage directions as well as the manuscript of his latest p.lay to Jean-
Loup Cottin $ean Poiret), a fellow diremor. His rvife, Marion (Cathe-

rine Deneuve), must persuade rhe French authorities not to close the

theater. Meanwhile, the company hires a new actor, Bernard Granger
(Gdrard Depardieu), A parallel srory evokes the double game played

by Marion and Bernard, who hide their love affair as best they can, as

well as rhe double game rhey play on rhe French censor. Although the

gloomy environment of the theater echoes with the disorder of the

Occupation and the ttacking of the Jews, it also functions as a surrep-
ritious device for solidarity among the stage actors. Through the thea-

ter's ventilation ducts, Lucas is able to continue to direct his play from

a distance. Vhen the police finally come to investigate the building,

Bernard, who has learned that Marion's husband is living in the

basement, decides to help the suuggling couple.
lVith a large box-office profit of 3.3 million tickets sold and a

record ten C6sars (Best Film, Best Direcror, Best Scenario, Best Actor/

Gdrard Depardieu, Best Actress/Catherine Deneuve, Best Photography,

Best Montage, Best Set, Best Music, and Best Sound), Tbe I'att Metvo

proved a triumph for its director. Truffaut overcame a difficult chal-

Ienge, namely, to associate the work of two artistically diverse actors,

FREN'H CINEMA
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the most popular female actress from rhe r96os with the biggest male
actor from rhe r97os. The shooting began January 28, r98o, and the
film opened in Paris on September r7 , r98o. Tbe Las Metro, like most
of Truffaur's films, was a subtle picture in the way its intrigue explored
the characters, dexrerously revealing individual layers of rheir psyche.
The director's devorion to lilm, combined with his personal inrerest in
male-female relationships, is omnipresent in the many elemenrs of the
plot. The film was a signifrcant illustration of Truffaut's modus oner-
andi: communicaLion jepends p.i..lfJlf 

"" 
r;grr, 

""a 
r*", i" 

"iJ.tfor the cinematography to creare a faultless environment. This faulrless
mise-en-scbne was actually re-cr€ated by srage decorator Jean-Pierre
Kohut-Svelko and chief lighting operator Nestor Almendros through
an unusual series of almost monochromatic colors, eventually rendering
the mood of the Occupation more realistic for the everyday reality of
artists during this time and rediously atilicial ro accompany the the-
atrical representation.

Truffaut's next lilm, Tbe Waman Next Doar (La fetame td cdt6,
r98r)," was a "frightening" Iove story where passion surpassed com-
mon neutosis. On a cinematographic level, the narative of fatal anrac-
tion could be viewed as a psychoanalysis of contrasting implications
behind the form of long takes, numerous crcss-curring, and fluid-
camera movemenrs. From starr to linish, the intrigue reveals the phys-

G€rard Depardieu (Bernard) ald Catherine Deneuve (Marion) in Frangois Truffauc s
Tbe Lut Metro (Iz clanier mdtro, r98<)), (Conrtesy of BIFI/O Jean-Pierre Fizet).
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ical hindrances between the couple. A sense of isolation and abandon
grows stronger until the linal explosion of energy recaptures what had
been lost. Bernard (G6rard Depardieu) and Arlette Coudray (MichEle

Baumgartner), a young couple, live a peaceful life outside Grenoble
with rheir young son. One day, a new couple, Philippe (Henri Garcin)
and Mathilde Bauchard (Fanny Ardant), move in next door. After a

seven-year separation, dest.iny brings Bernard and Mathilde back to-
gether. At first reluctant even ro behave like friends, the couple
inevitably has an affair. Bernard and Mathilde begin their secret ren-
dezvous in town as their passion gror.s mercilessly. One day, Bernard

cannot control himself any longer. Life must go on as each couple
pretends to live with the indiscretion and forgive the past. Meanwhile,
however, Nlathilde is hospitalized suffering from depression. Philippe
and Mathilde move out of town, but one night Mathilde returns to
visit rheir deserted house. Bernard overhears the noise and reencountefs
her one last time. As passion again becomes all-consuming, Mathilde
shoots Bernard before killing herself.

IWtth The Vlrudn Next Daor, as he did with The llan Vlho Lrned

Vomen and The Snry of Adele F1., Truffaut acquainted his public with

another saga of passionare love, this time with rhe looming sensation
evolving in an apparently convivial-bourgeois environment, chronicled
by the peaceful village outside the innumerable disturbances of city
life. Interestingly, many of Truffaut's lilms used a narrative frame

under a voice-over, like rhe puzzling prologue of Madame Jouve,
(V6ronique Silver) during the opening shot, who instructs the sPectator
that the fearured story not only is authentic but also a reminder that
everybody's life is at some point unstable. Once more with Truffaut'
who was still dealing with the emorional aftermath of The Green Roont,
the idea of death was equally present as the symbol of love in the final
adage of the narrarive: reminiscing temptation can eventually lead
human beings to a fatal finale.

On August r, 1984, Franqois Truffaur had a cerebral stroke from a

brain tumor and died a month later at the age of frfty-two at the
American Hospital in Neuilly. Exactly thirty years eadier, Truffaut
had entered the arena as a turbulent critic for ler tabiers du cinttna and
as a fierce opponent of the tradition de qaality'.'( He ruthlessly foughr
cinematographic academicism and its overpowering literary adapta-
tions, as well as its anti-intellectual character. For Truffaut and the
young critics-turned-directors of the nouuelle rdgae, the aspiration to

lilm corresponded to a poeticized but still realisric rePresentation of
contemporary France, and was a cinematographic revolution in all its

artistic and production aspects. According to film critic David rValsh,

Truffaut's cinema with its "self-consciously Bressonian austeriry, still
retains its essential eloouence.' '" Heir to the humanistic cinematrc



Tbe Cinema of tbe r98os 1 r 7

tradition of Jean Renoir, Truffaut is remembered by both popular

audiences and film historians as a unique lilmmaker known for his

contagious, exuberant celebration of filmmaking. Ahvays involved

with the production of his 6lms as well as the well-being of his

orofession. Truffaut was also active as a film critic and commentatof
until the very end.'" Two of his most noteworthy manuscripts include
a long interview with Alfred Hitchcock" and a collection of critical

essays, Ler f.lxu de ma tie (Tbe Films ix My Life, 1975). Physically

hampered during the last months of his life, Truffaut had already

planned numerous projects, including an adaptation of Paul Ldautaud's

Peti atni aad Le Cante de Monte Crtll for American relevision. In

addirion, he had completed the screenplay for La petite '-ale re, whrch

Claude Miller directed in r988.
Following in Truffaut's foorsteps, director Bertrand Tavernier, al-

though active in filmmaking since the early r97os, quickly appeared

as an experienced lilmmaker in the following decade. The success of

Cledn Slate (Coup de torchon. r98t), followed by his immaculare im-
pressionistic composition A Sunday in tbe Coaxtty (LIn diraancbe ) /a

campagne, r984), conlirmed Tavernier's position as an artisr of consid-

erable influence. Adapted from a short novel by Pierre Bost, entitled

Monsieur Ladniral ud biertit uourir, A Suxdal, in tlse Coantrl narrares a

bittersweet ponrait of a man's life as he relives personal triumphs,
family comedies and tragedies, the volatile politics ofa war-torn wodd,

and, most importantly, the Feople and passions that changed his life.

During the last peaceful years before \World War I, Monsieur Lad-

miral (louis Ducreux), a retired painter, lives at his country home with

the memory of his late spouse. On a beautiful Sunday, he receives a

visit from his son, Gonzague (Michel Aumont), with his wile and three
children, Emile, Lucien, and N{ireil le. Realizing that his son has

slipped into a conformist bourgeois existence despite himself, Mon-
sieur ladmiral is disappointed with Gonzague's lack of ambition and

adventute. But rhe peaceful family also receives a surprise visit that

day from Monsieur Ladmiral's daughter IrEne (Sabine Az6ma), a thor-

oughly modern and independent young Parisian woman. Irdne's con-

tagious stamina and energy begin to spread to the whole family.

Unfortunately, she must rush back to Paris after a phone call from her

lover, who waits for her. Following his children's visit, Monsieur
Ladmiral then returns to his studio ro examine a painring that he has

been working on for years, and reminisces on the Passions and risks of

Iife never taken.
Continuing the theme of A Veek's Vacation (Une sextaine de uacatces,

r98o), Tavernier concentrated his interest on the rapport among the

three generations within a family, much like Ettore Scola had done tn
The Family (La famiglia, r987). In addition to the poetic evocation of
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paternal love, A Sunday )n the C0 atry is an insightful analysis of a
family's interior dynamics and a moving account of an aging artist's
consciousness that his "masterpiece" may not survive rhe passage of
time. Here Tavernier's visual narfarive cenrers on the nresentation of
individuals' basic situations (which belc.rng ro daily lilet. It presents
individual human beings' intuition of their daily situations as they
experience them. Tavernier's protagonists are isolared, static, and mo-
tionless, and thus express themselves especially from the inside; they
are recognized through a picrure of rhe wodd rhar rhe filmmaker
designed for the spectaror. The whole peacefii chanpttre. or pseudo-
pastoral universe, is a symbol of the mental world of the characte$
who are organic pams of it. The reality of the situations in which the
characters appear is a psychological reality expressed in images that are
the outward projection of Monsieur Ladmiral's state of mind. Often
described as a filmmaker of the past, traditionallv exrolling cinemat-
ographic academicism in all its forms, Tavernier provided a rare rm-
pressionistic taste for atmosphere in rhis rransgenerational portrait of
a common family. He displayed an obvious mastery of stage direction.
With numerous shots focused on one figure before slowly tracking to
another angle, the cinematography was able to reveal in each take a
different aspect that placed a new spin on rhe set and directly en-
hanced a mood of hidden undercurrents. At the 1984 Cannes Film
Festival, ,4 Suxday ix tbe Country won Best Direcor (Prix de la mise
en scEne). It also won C6sars in t985 for Best Actress (Sabine Az6ma),
Best Adapted Screenplay (Bertrand Tavernier), and Best Photography
(Bruno de Keyser).

After the success of ,4 Sundal it tbe Countty, Tavernier developed a
parallel inrerest injazz. Following conracts with American filmmakers
Martin Scorsese and Irwin \7inkler, the idea of a feature {ilm narraring
the tribularions of American jazzrnen it France came rc light, 'Round

Midnigbt (Aatour dt ntinuit, ry86) and its international success demon-
strated thar a well-organized cinematography (assisted by Alexandre
Trauner for the set) coordinated with a judicious pace and a strorg
musical score (Herbie Hancock earned an Oscar for Best Score)'" could
do well at rhe box office, in particular among general audiences not
necessarily keen on or even knowledgeable about jazz. The lilm rs a
virtual homage to the jazz world: the music and rhe musicians who
lived and played in France. Dexter Gordon (who was nominated for an
Oscar) plays a disheartened tenor saxophone player living in self-exile
in 1959 Paris. A young amareur, Francis Paudras (Frangois Cluzet),
who first sureptitiously listens to rhe musician in the rain (since he
cannot afford to pay admission to rhe Blue Note CIub), is disappoinred
ar the way this jazz great is treated and decides to help his idol. The
story is a compelling reflecrion on the phenomenon of appreciarion
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toward aftists and their subsequent interaction with fans. The title,

taken from a Thelonious Monk piece, conveys the genuine armosphere

more than a literal narrative scheme.
Author of numerous afticles, Taverniet also wrote, with Jean-Pierre

Coursodon, a historical overview of American cinema ftom the post-

war era, entitled 50 Lnr de cindna amiricain tn t995." Today, Taver-

nier remains one of the most important and Popular French

filmmakers. His other signiflcant contributions ate Deatbuatch (Ld

woft en di,"ect, r98o) and Life and Nothing Bat (La de et rien d aatre'

rg89), a pacilist film statring Philippe Noiret as a lforld \Var I

major obsessed with making amends for the wartime carnage in

which he took part. It is a persuasive investigation of the absurdity of

war, Tavernier's cateer awards include the Prix louis Delluc in 1974

for L'horloger de Saint-Paul and two C6sars for Best Director in 1976

for Let Joy Reign Supreme (Que k fAte camttence) and h l'997 fot Captan

Coxan and Best Original Screenplay for The Jadge ard the Arasin (Le

juge et l'iaauin) in ry77.

Compared to filmmakers such as Tavernier, FranEois Truffaut, or even

Jean-Luc Godard, Bertrand Blier can be considered, in his own style, a

very conscientious observer of psychological conflicts. Like the others,
Blier concentrated his work on a great deal of stage direction rather

than subjective expression. In comparison to the film directors of the

eady r96os, who found inspiration and artistic encouragement mostly

within their inner selves or favqrite literature, Blier goes as far as to

capture inspiration from around him (e.g., Going Placu a d Cet Oat

Your Handkerchiels). Wtth' Beau-ptre (Beau-Pire, r98r), selected for the

r98r Cannes Film Festival, the continuity in his endeavor to direcc

confronrational films is still noticeabl€. Often viewed as a nonconform-
ist, whose vulgarity and provocation go beyond understanding, Blier
is either rejected by the French public and critics or adored. Blier's
infuriaring scripts were obviously written to astound spectators as early
as the 6rst scene, when unexpected situations diffused a recurrent-
corrosive humor. Built on paradoxical situations, the plots were then
pushed to the limits of cinematographic frenzy, according to a logic of
absurdity that could be best described as a blend of Surrealist fantasy

and Existentialist uneasiness. Blier's characters usually evolve in dra-

maric situations, sometimes in despair and sometimes in absolute
derision. In Bertu-fire, love and sex, breaking the bourgeois rules by

rheir unbalanced and extreme nature, begin to take the form of a

comedy of despair. For film historian Ren6 Pr6dal, Blier's concept in

filmrnaking, and storytelling in particular, is the antirhesis of artistic
malleability since "Blier's cinema is incongtuous as it tracks down
emotions with a bulldozer and incise pain with a needle."" Despire
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the depth of the implied sexuality, Beau-pire mixes a signilicant dimen-
s ion  o f  humor  w i rh  a  r rag ic  s to ry .

The plot centers on R€mi (Patrick Dewaere), an almost-thirty-year-
old composer and a philosophically disposed nightclub pianist who
yearns to embrace a successful life before his next birthday. Discour-
aged by the melancholy of his professional career, R6mi limits himself
to playing at night in fancy restauranrs in order to survive linancially.
His longtime companion, Martine (Nicole Garcia), dies in a car acci-
dent, leaving her fourreen-year-old daughter, Marion (Ariel Besse),
without a parent. Charly (Maurice Ronet), the child's biological father,
wants ro take her back home. Although extremely attached to her,
R6mi takes Marion back ro her father. After several weeks
Marion, who has missed her "stepdad," suddenly stops by
apartment with her belongings. A romance begins to blossom imme-
diarely in the young teenager's imagination, bur R6mi refuses to cede
to temptation. He soon realizes that she in fact offers him emotional
support. Meanwhile, Marion, desperate by his denial, loses her appetire
for life and begins a slow slide into depression. She kisses R€mi one
day, however, as he is taking her on rhe train for a ski rrip. The
romance takes a new turn, as both protagonists cannor live without
each other, until R6mi meers Chadotte, a single woman his age.
Marion linally understands that her future will be separate from R6mi's
and reluctantly goes back to her father.

Ofren banal and even somewhat mediocre in nature. Blier's charac-
ters are meticulous studies in psychology, much as Franqois Truffaut
or Bertrand Tavernier do with their own protagonists: they all possess
and communicate the flavor and pathos of life. Despite his congenial
front, his humanist heart illustrated in its broad vision and bold
courage, Rdmi is actually a disturbed man. His fascination wirh Mar-
ion increasingly betrays his fragile self. Tender and violent, Blier goes
beyond the tolerable limit on every occasioo, and his visual insolence
places his protagonist in impossible siruations. For many French crir-
ics, Blier has always been an astonishing and influential director due
in part ro his representation of siruarions inspired by the theater of rhe
absurd and outrag€ous dialogues rich in new colloquial expressions.
The film does not lack the scope of many of his previous films, and the
dose of hypnotism may be even more. pef,suasive than Get azt Yoar
Hanherchief:.

Five years later, Blier achieved a determinant picture with his very
controversial Mdxage (Texue dc :oirie, ..9l)6), for which he wrote the
script and assigned the music score to trendy musician and songwrirer
Serge Gainsbourg. Overpowering in its unlimited audaciry, Xl[nage rs
the most drasric and unprecedented depicrion of the love triangle tn
motion-picture history. This time, it is the man who is conquered

away,
R6mi's
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rvhen a stranger comes to insert himself in the privacy of a couple.
Antoine (Michel Blanc) and Monique (Miou-Miou), a young, strug-
gling couple, often argue about their poverty. Between fights and
tenderness, they exist without any direction. One night, however, their
lives change drasticaLly when they meet Bob (G€rard Depardieu) in an
outdoor baf. I7hat Monique stives for is simply a life of leisure and
luxury. Bob impresses Monique and persuades Antoine to befriend
him, After initiating the young couple to his lifestyle (of professional
burglary), Bob, who lirst gave the impression that he was atttacted to
Monique, slowly makes his move on Antoine, who ultimately will
become no less than his sexual-domesric slave. Bob is not so much
concerned with sexuality as he is in manipr. ating the pair, in order to
have rhem go along wirh his disturbing plans. Far from being jealous,
Monique is complacent as long as her new glamorous lifestyle conrin-
ues. As the m€nage i trois progresses, Monique's plight becomes more
and more difficult as she becomes unwanted by the trvo men. She
eventually leaves for another man. Within a matter of da1's, Monique
and Antoine have been removed from their dull middle-class universe
and parachuted into a gloomy sexual and criminal predicament. Now
liberated from rhe feminine presence, the male couple spend their days
in a Paris suburban home until one night, when Bob meets a yountsr
man in a disco. The end of the film enters the domain of frenzy as
Monique, who by then, having gotten rid of her man (rvho was no
more than a pimp), meets up r.ith Bob and Antoine again. By now,
Antoine's submission to Bob's desire is so strong rhat he freely dresses
in drag. Thirteen years after the controversy of Gabtg Places, Blier's,,Vy'-
nage ttrggeted considerable controversy once again, The manner in
which Antoine and Bob appear in their startling 6nal exposure rnakes
the characters of La crzge aax folles look like neophytes. The role ofAn-
toine, no longer possible for Patrick Dewaere, who died in 1982, was
offered to Bernard Giraudeau, who declined due to the sardonic tone of
the film, and linally rvent to Michel Blanc, who not only accepted the
role bur also earned the award for Best Actor (along with Bob Hoskins
for Neil Jordan's Mana Lisa) at the 1986 Cannes Film Festival.

The key to understanding Blier's films is to be found in his rreat-
ment of the absurd. In what circumstances, then, does absurdity appear
in Blier's scenarios? If spectators accept the possibility of common
sense, and convenient logic may be absent, the dialogues consequently
become enrirely irrational and even absurd. The conflict between the
world and human beings, who begin to be disillusioned with it, arises
here. Can a simple fictional story, Blier suggests, be written about a
topic that delies ridicule and rhe absurd? What Blier tried to capture
in Mdnage, however, was the feeling of absurdiry inherent in the human
condition as such, independent of personal motives. Blier's sense of the
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absurd emerges from daily life as an anecdote that relates to Every-
man's seemingly, banal existence.

Despite an element of rbe uncanny that is always pan of the in-
trigue, we never leave rhe domain of realism. Often labeled a misogy-
nist artist, especially by American film critics, Blier, whose
protagonists often display unconventional attitudes toward women,
does not promote an uninhibited worldview of erotic chauvinism or
anarchy. The principal idea is to be found in social experimenratron,
as ficrion usually allows viewers to do so. Strong with solid elements
of social insurrection and provocation, Blier's visual paradigm centers
on the love rriangle to understand irs sexual options, from heterosexu-
ality to homosexuality. For Blier, comic tales, expressed on the screen,
are the result of these options and discrepancies. Rather small and
balding, with a discontented gaze, Antoine is the Iess plausible lover,
just as the crude and conceited Bob is the less plausible of kindhearted
lovers. Therefore, Iife is not absurd in itself, it only appears so. The
nature of tbis discrepancy has ro be carefully understood as Antorne
progressively uncovers the ''feminine condition.'' On the threshold of
Blier's universe lies the promise of grasping a knowledge far beyond
the regions of frustrated feelings; this new awateness neither contra-
dicts nor offsets the absurd but balances it, following the author's
intuit ion.

\7hat can be seen as Blier's gteatest quality as a storyteller is his
relentless ability to put his own beliefs at risk. This acrive humility
disarms his detractors and their label of "macho" or misogynist cinema.
Visually speaking, the trademark of Blier's style is best described as a
cinema of constanr provocative close-ups blended with unbelievable
pieces of reality and prosaic trurhs. Blier's next 6lm, Too Beartiful far
You (Trop helle pour tai, r989), conquered the forty-second Cannes Film
Festival in r99o with the Special Jury Prize (shared with Giuseppe
Tornatore's Cinmta Paradiso). In France, Too Beatttiful for Yoa received
a series of awards, including C6sars for Best Film, Best Director, Best
Acrress (Carole Bouquet), Best Scenario (Bertrand Blier), and Best
Editing (Claudine Merlin).

The story narrates the extraordinary relationship that has suddenly
been brought to passion between ordinary-looking interim secretary
Colette Chevassu (Josiane Balasko) and automobile dealership manager
Bernard Barth6l6my (G€rard Depardieu). After fourteen years of mar-
riage, Bernard seems to have it all: a beautiful wife, Florence (Carole
Bouquet), two lovely children, and a very prosperous livelihood. How-
ever, he is immediately caught up in an intense love-at-first-sight
situation. Through the glass walls of his office, Bernard's eyes meet
Colette's, and th€ passionate couple begin to meet secretly in motel
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rooms. All of his friends afe astonished, since Bernard's wife, Floreree,
is beautiful. She is not disposed to let go of Bernard and battles back
with a vehement arrogance. Although challenged in person by Ber-
nard's wife, Colette, still ''quivering" 

with bliss, manages to ask the
unthinkable in an arypical wife-mistress altercation: "Vous pouvez pas
me le pr€ter encore un tout petit peu? Il est bien avec moi, il est
calme, il se repose. Quand je vais vous le rendre, il sera tout neuf; vous
repartirez comme au premier jour." (Can you lend him to me a bit
longeri,He likes it with rne; he's calm, he rests- I ' l l  return him to you
like new. You can start all over again.)

Introducing a hyper reality composed of phantasmagoric images ancl
phorographed with great passion by Philippe Rousselot Qean-Jacques
Berrreix's Dita, Stephen Frears's Dangerous Liainns), the narrative flash-
backs and llash-forwards take the viewer from Bernard's wedding to
Florence after he begins the relationship rvith his new mistress. Blier
has converged many of his film subjects representing male sexuality
somerimes to the detrimenr of women, as most American crirics Iike
to remind-but rhis time he shows signs of moving more roward a
compassionate and balanced psychoanalysis. The lilm is a disquieting
tale, unsemling for the conservative minded, mixing burlesque comedy
with drama, phantasms with the absurd. Once more, as in Mdnage, the
element of absurdity does not reflect on yesterday or tomorrow. Ber-
nard is also a typically absurd hero, personifying rhe real qualiry of an
absurd life. He is absurd through his passion for Colerte, his suffering
through his eternal fate, and his timeless quest for an idyllic love that
can never be grasped. Although he is offered furtive momenrs with
Coleme, as an absurd character, Bernard misses any hopes, plans, and
troubles about his future: so argues Bertrand Blier. One can see the
great effon in him, recuring as he tries to move rhe expectarion and
push it up to the very last day. The lilm is Iaced with liberal amounts
of offbeat humor and follows an unusual reverse order of melodramaric
inrrigue, since it begins within the domain of comedy, only to end as
a more setious tepresentation of the human condition. The two rhe-
matic threads are interwoven with grear artistic gusto, and are finally
emotionally fused in a climactic sequence that links the comedy to rhe
drama. G6rard Depardieu, who plays the character of an ordinary man
in a midlife crisis, communicates credibility in one of the mosr difliculr
roles in cinema. Depardieu makes his love obsession convincing be-
cause he never overacts ir. and because the movie communicates it
generally through the point of view of rhe actresses, Bouquet and
Balasko. Blier's Ttn Beautiful for You was the third time Gdrard Depar-
dieu and Carole Bouquet performed together aftet Cold Cutt and Pht-
lippe Labro's Riue droie, riue gaucbe (.1984).
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A fourth director of the posr-'68 era who was still a force in the
r98os is Maurice Pialat. Pialat unpredictably spun his conremporary
films in a style borrowed from classic films and cin€ma v6rit6. He

deconstructed, systemized, and reinvented Processes by breaking rhe

rules of aesthetics with minimum lighting and austere realism. The
spectator had the impression that the director invited audiences to
share his fascination with melodrama bur at the same time provided
him with the necessary conditions to remain in full control. Often
considered a chronicler more than a creator, Pialat's strength resided
in the sincerity of the script as he alternared extremely diverse sequen-
tial shots: strong moments captured with a mobile hand camera-to
best grapple rvith the behavior and the language of the characters-
interspersed with rather banal excerpts of everyday life. Pialat was also
known for his demanding treatment of actors and his memorable
bursts of wrath, which explains why, in the director's universe, the
individual always l ived wirhin close ties with society-

One of the most socially and politically charged of all French pro-

ductions of rhe early parr of the decade was undeniably Pra.lat's Lculat
(Loulaa. r98o). This 6lm was all the more paradoxical for a filmmaker
who always refused the title ofpolitical cineast. Although a love story
in theory, PiaIat's Lo aa took advantage of each scene to remind
viewers of the prominence of class awareness in modern French society.
Nelly (Isabelle Huppert) is a middle-class rvoman matried to a rvell-

off publicist named Andr6 (Guy Marchand). Together, they live in a

comfbrrable and spacious Parisian apartmenr. One night at a ball,
Nelly meets Loulou (G6rard Depardieu), a tongh laubard (thug), and
immediately falls in love with him. Because Loulou seems so lar away
from reality, she is irresistibly attracted to this hoodlum and eventually
leaves Andr6 for Loulou, sacrificing her curtent lifestyle to pursue her
inner clesire. While Loulou tives off Nelly's money in exchange for
sexual and emotional fulfillment, she becomes pregnant. Nelly's
brother attemprs to assist the young couple by suggesting employmeor
possibil i t ies for Loulou, but much to his dismay, the future father is
in no hurry to begin a full-time job. Often described as an ''erotic

revolution" in the American press, Pialat's love story is far from rep-
resenting a radical change from r97os sexuality. Trapped between two
decades, the film actually serves a rather smooth transition between
the sexual freedom of the post-'68 era and the return to storytelling of
rhe r 98os.

However, the true innovation of Pialat at the dawn of the r98os
was the value he gave to the still often-underestimated importance of
sex in social interactions and human patterns. Interestingly enough,
Laulou addrcsses the notion of social abuse and the ambiguous affnity
of a couple whose bond corresponds to the dialectical behavior of
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reciprocal exploitation. The thin line that separares the exploiter and
the exploited reminds the spectator that social barriers, although tem-
porarilv put aside, may uhimately haunt any couple in the end. Far
from a purely political or socially rhetorical approach, the plot indulges
in a witness of two individuals in love and their dorvnfall in a hostile
wodd, eventually leading to violence, boredom, deception, alcohoLsm,
and, finally, love. Arlette langmann's scenario, offering the two differ-
ent languages, gave a vital force to the film. Pialat's work may be
considered a slice of life, without a real beginning or a real ending;
but it certainly is a compelling tesrimony of rhe "conflictual" predrca-
ment of class struggle in the r98os. Included in the French Official
selection at Cannes in r98o, rhe 6lm gained international fame, al-
though it was excluded from rhe flnal award list (wirh a similar fate ar
the C6sar Awards ceremony, as a result of the phenomenal success of
Truffaur's The Lax Aletra).

After the success of Pialat's next fikn, A xot arnoars (:1983), Ftench
critics were eager to see if Pialat could continue and confirm his earlier
successful accomplishments. Under tbe Sun of Satan (,Sous le nleil rLe
Satar. 1987) divided critics while reassuring fans with the rriumph of
the precious Palme d'or at the fortieth Cannes Film Festival in r987.
Endowed rvith a self-consciously Bressonian ausrerity, Pialat's cinema-
tography retained its essential eloquence, despite an excessir,r exposi-
liqn-1hs evident vicissitudes of the dispirited priest who fails to save
souls, including his own. For the first time in nine films, Pialat
confronted a lirerary adaptation, with Georges Bernanos s lirst novel.
To this date, no French film had received the presrigious Palme d'or
since Claude lelouch's A Man and a \Vouan (.Ux bnmme et ane fetnne.
t966). \(ith a continuous use of narrative ellipses, Pialat's script
examines the fall of a young count(y priest in rhe north of France who
falls prey to doubts of his own spiritual vocation.

In a small Artois village, Germaine Malorrhy, an adolescent also
called Mouchette (Sandrine Bonnaire), is rhe mistress of the marquis
de Cadignan. One nighr, she reveals her pregnancy ro her lover, and
following his indifferent reaction, she kills him with his hunring gurr.
The police conclude it is an act of suicide. Meanwhile, Donissan
(G6rard Depardieu), an unpretentious and frail priesr, is struggJing
with his ecclesiastical assignment. In many instances, he confesses to
his father superior, the abbot Menou-Segrais (Maurice Pialat), a request
ro abandon his faith and his methodical recourse ro self-llagellation.
One night, as he walks along a counrry road, he is confronted by Satan,
who appears in front of him as a peasant. Once freed from his psycho-
logical onslaughts, Donissan conrinues his journey ro the village. There
he meets Mouchette, who confesses to him her abortion. Donissan,
touched by the depth of the tragedy that unfolds before him, tries to
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help her, but ro no avail. One day later, she is found dead, her throat

slit. Back at home, Donissan is sent to a new parish in Lumbres, where
he suddenly dies inside a confessional booth, on his way to sanctity.

The film generated a great deal of controversy, and at the 1987
Cannes Film Festival, Pialat received the Palme d'or under the insults
and contemptuous growls of the crowd at the awards ceremony. FIe
responded immediately by raising his 6st in the air and saying: "Sl
x)0/A ne n'ainez pa[, k peux tous dire que je rc ttaus aitne pas non plus!"

under rhe compassionate, yet discomforted, smile of Yves Montand,
president of the jury- For many of his opponents, Pialat's cinema
proved to be too academic as he all too willingly injected his own
interpretation of the novel, resulting in a movie far removed from
filmed prose. \7hat all Robert Bresson admirers expeced to see (like

Pialat, Bresson adapted a novel from Bernanos in the r95os; see chap-
rer 4) was perhaps a coherent narrative plot, which through its com-
plexity and depth would have exposed a certain visual eloquence with
sincere subjectivity. Fot many critics, Pialat's stoic portrait is an em-
blem of Bernanos's spiritual investigation, the exhausting obstacles a
born outsider encounteff in communicaring his faith to and for others.
For them, it is simply a betrayal of Bernanos's legacy or a pale imita-
tiofl of Bresson's cinema.

Uncompromisingly rigorous and harsh, Pialat's high-powered adap-
tation of Bernanos's novel is undoubtedly a dark 6lm, both literally
and figuratively. It follows the chilling but compassionate atmosphere
and rhe light of mystical anguish against evil forces much like Rob-
err Bresson's r95r Diary af a Country Priest, Moachexe (Mouchette, 1967)
or even Philippe Agostini and Raymond-L6opold Btuckberger's 1-e
dia/ogue d.et carmy'lites (196o1 mixed with the omnipresence of the
French countryside, under ominous gray skies that serve to accentuate
the twin sentimenrs of isolation and a hostile environment.

THE SUPER PRODUCTIONS: CLAUDE BERRI AND
JEAN-JACQUES ANNAUD

Although often commonly regarded from an Ametican point of view
as grear contr.ibutions to cinematography, French critics usually like
to remind moviegoers that big-budget productions mosrly concentrate
on less serious narratives, complex slage Froductions, and highly struc-
rured camera mevements to the exclusion of heavy conrent. Although
sporadic when compared to American cinema, French big-budget 6lms
did well at the box office during the r98os. One of the major figures
of the moment was producer-director Claude Berri. Born in Paris in
1934, Berrl entered the industry in small parts such as Chabrol's ZEe
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Girls (Lu bannes femwes, r95o) and Clouzot'sThe Trath (I-a vbit{, ry6o).
By ry61, he had signilicantly advanced his career as he directed TDs
Tuo of Ut (Le deil bantne et I'enfaltt), his first feature. Producing the
majority of his 6lms, Claude Berri also began to coproduce other
directors' 6lms, such as Jacques Rivette's Celine and Julie Go Baatixg
(C//ine et Julie unt er bateaa, r97 4) and Claude Zrdi's ln:pector La Batu.rc
(L'irspectear Ia bature, r98o). His most significant productions as a
6lmmaker were I* naitre d dcole (.r98r), Tcbaa Pantin.t (1983), Jean de
Flaretn (t986), Manon af the Sp ng (Manu? du tourcet, 1986), Uranr:
(Uraxus, t99o), Guwinal (t991, and Lacie Aubrac (t997).

The case of Tchaa Pantin! demonstrates that any cinematic entefprise
implies aesthetic choices- Berri, like many other artists of his tirne,
imposed an aurhentically personal universe and a private vision of
French society in a close observation of human tragedy. Adapted from
a novel by Alain Page (his first literary adaptation in ten flms, srnce
Berri usually brought his own script ro th€ screen), the movie won live
C6sars in 1984: Best Actor (Coluche), Best Supporting Actor and Best
Newcomer (Richard Anconina), Best Photography (Bruno Nuytten),
and Best Sound (Jean LabussiEre and Gdrard Lamps).'l

Lambert (Coluche) works the night shift at a suburban gas station.
He tries ro forget the dullness of his existence by drinking. Resigned
to an existence of alcohol and attentitme, he does not expect much from
life until he meers Bensoussan (Richard Anconina), a young man who
one nighr stops to refill his moped. The friendship develops as both
men realize that their solitude in life is not unique. Half Jewish and
half Arab, Bensoussan lives off drug dealing. Although disappointed
in Bensoussan (his own son died of a drug overdose), lambert still
maintains an unyielding friendship. One nighr, the young man is
killed by rival drug dealers in front of Lamberr, who swears to avenge
his friend. Vith Bensoussan's death, the dreadful past suddenly re-
emerges in Lambert's mind. Emotionally desttoyed, Lambem, also a
former cop, conducts his own investigation. He meets Lola (Agnis
Soral), an acquaintance of Bensoussan, who will eventually lead him to
Rachid (Mahmoud Zemmouri), a bar dwner also heavily implicated in
Parisian drug-traffic circles. Finally, Lambert kills Rachid to avenge
his young friend and indirectly the memory of his son.

Chief operator (photography) Bruno Nuytten gave the movie a
dreamlike quality, a kind of dark sensuality that permeated every
frame. There was depth in the images as well as a kind of mystical
sense that made rhe suburban Parisian underworld and the individuals
who lived within ir as importanr ro the story as rhe actors. The urban
stylizarion and blue back lighting combined to retain a uniquely
Parisian feel. With sets by Alexandre Trauner,'{ representing the fa-
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miliar mood of Belleville, the film was able to re-create, on irs own
terms and atmosphere, a piece of the rglos poetic realism associated
wirh rhe dramatic tension of f i lm noir.

Although Berri had no guarantee for the success of the film, he
heavily emphasized the importance and visibility of the cenrral player,
Coluche. Known as rhe most popular stand-up comedian in France,
Coluche had never had the opportunity to fully reveal his acting talent
in the field of pure drama. Berri's fascination with acrors and real
acting allowed Coluche, who was struggling with drugs in real life, to
endow the entire film with a special resonance. In a style reminiscent
ofJean Gabin in the prewar era (e.g., Daybreah. Port of Sha&ws, Louer
Boy, Thel rX/ere Fiue), the character of Lambert bewilders and at the
same time seduces viewers with his immobile gaze while indirectly
exuding from within an aptilude for his character's communicability.
Humanitarian craftsmanship, visual perspicacity, and refined sentiment
are the hallmarks of Claude Berri's visual cinema. Even perfect acting,
Berri acknowledged, can be covered with the smallest movements:

I wanted Coluche's face to radiate.with more and more lisht and bc
more and more handsome. I asked Bruno Nuytten, my cametaman, to
light him and choose angles to favor this metamorphosis. For Coluche,
the relief in having almost linished the 61m and knorving he was at the
eod of his work combined with che relief of Lamberr who finishes rvith
revenge, rn rhe depths of which the hope of love is reborn. \What I'm
talking about is not directing an actor but a more intimate relationship
between an actor aod a director."

The end result of the film corresponds to an epic variation on Berri's
continual evocation that love can be indispensable, desirable, punish-
ing, and desrructive all at the same time. Tcbao Pantin! was a decep-
tively composed film with an inherent connotation of modern-times
poetic realism that eventually materialized through its visual surface,
efupting in the emotional violence of thwarted and misdirected love.
The C6sar for Best Actor awarded to lead actor Coluche was the
crowning touch for the comedian. Born Michel Colucci in Paris, Col-
uche (r948-86) thanks to the supporr of actor Romain Bouteille-
pafticipared in the famous Cafi de la Gare (a renowned, cabaret for
stand-up comedians) with future celebrities such as Miou-Miou and
Patrick Dewaete. Coluche began as a seasoned nightclub petformer,
and used the one-hour format to reveal more of himself as he often
addressed the problems rhat the show endured in his audacious mono-
logues (audacious for some, outfageous for others). In 1974, his solo
career took off. Coluche often took questions from the audience, which
frequently led to some uproarious exchanges and gave him a chance to
exhibit his sharp wit. The sketches were better than the usual-\'ariety



Coluche (lamben) and Richard Anconina (Bensoussan) in Claude Berrt s Trhao

Pdntin! (r98r, (Corrtesy of BIFI/O Renn Productions).

Gdrard Depardieu Qean de Florette) in Clatde Bertl'sJean de Florelte Uean .le FImette,

r986), (Courtesy of BIFI/O Renn Productions).
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fare, with Coluche walking off the set in the middle of routines over
differences with the producers, and generally acting rhe peruranr,
spoiled superstar role. His tell-it-like-it-is humor influenced French
comics of his own generarion, as well as those who came later (Les
Inconnus, Muriel Robin, Smaih, etc.). Anticipating the liberalizatron
ofrhe r98os, Coluche believed humor was to some exrenr the key ro
curing the prejudices of society. Coluche immediately captured the
hearts of television viewers in the most advenrurous radio and TV
shows of the r97os and eady r98os. Ir was his starring performance
in one of the grear music halls that made Coluche a household name
in French cinema. In r98o, Coluche truly made national headlines.
After announcing his candidacy for the presidential elections, he was
credited with between ro and 16 percenr of the votes in the polls

Meanwhile, despite purting on hold his comedic vocarion, Coluche
forged a successful acting career with commercial lilms such as Claude
Zidi's The lYing ar tbe Tbigh (L'aile oi la cuiue, r9j6), Ittspectlr La
Barure, Le maitre tl y'tole (198t), and Banzai (r983); Jean Yanne's Quar-
tu to 'fu'a before Juu: Chritt (Deux beares tuoin: Ie q&afi arant Jdsus-Cbri:t,
r98z); Bertrand Blier's Ml, Bex Friend s Gil (La fernrne de mon pole,
r983); and especially Tcbao Pantin!

Taking everyone by surprise in the mid-r98os, the actor created an
unprecedented charitable initiative, which to this day remains one of
France's foremost humanitarian enterorises: the Resros du Coeur.'6 In
addition to his effons ro create a new 6scal larv rhar would ease taxes
on companies in exchange for donations to his association, Coluche
secretly offered r-5 million francs to I'Abb6 Pierre, one of France s
greatest advocates for the homeless.'7 But Coluche's career tragically
came to an end one afternoon in June 1986. In a mororbike accioenr,
he hit a truck on a road in southern France. At his funeral on June :4,
1986, at the famous PEre Lachaise cemetery, a myriad of 6lm actors
and directors (Yves Montand,'3 Roman Polanski, Miou-Miou, Michel
leeb, Richard Berry, Josiane Balasko, Richard Anconina, Thierry Le
Luron, I'Abb6 Pierre, Michel Blanc, Gdrard Jugnor, Dominique Lavan-
ant, Michel Boujenah, among others), as well as celebrities from all
political and artistic backgrounds, gathered to salute one of France's
most popular artistic figures. In rhe true tradition of the court jesrer,
Coluche de6ed religious and political institutions, racism, and political
correctoess in all their forms and opened the gates for an entire gener-
ation of new comedians. \With the psychology of a clown, he had the
ability to invert the rapport of confronrarion, of derision, and of ridi-
cule. Coluche was the hero of a whole generation, not only the post-
68's but also the entire yourh ofthe r98os.

Three years after the success of Tchao Paxtin!, Claude Berri em-
barked on another challenge: Marcel Pagnol's L'eau des collines. Based
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on a folk tale of his native Provence, Pagnol's novel directly inspired

Betri to remake what only Pagnol seemed to have been able to direct

flawlessly: Jean de F lorette and Manan des soatces. Thirty -five years eafi ier)

Pagnol had himself attempted to make a feature film out of llanan det

taurcet (rg1z), which included only the second part of the novel, and

whose main protagonist was his spouse, Jacqueline Pagnol It was with

her consent-mostly due to the anticipated presence of actor Yves

Montand-that Berri obtained permission to readapt the novel to the

screen- In the same way Pagnol did with his ProvenEal characters three

decades earlier, Claude Berri's efforts deliberately focused Particular
attention on his personages' disposition and language, partlv with the

assistance of the actors' southern accenas.
The fr,rst "act," Jean de Fluan. is set between the two world wars in

a small village in Provence called les Bastides, where Cdsar Soubeyran
(Yves Montand) is the last guardian of his family's herirage. Under

pressure to carry on the lineage through his simpleminded nephew,

Ugolin (Daniel Auteuil), he covets his neighbor's land for its natural-

flowing spring. The land belongs to Jean de Florette (G6rard Depar-

dieu). a hunchback tax collecror and newcomet from the city, who

settles in the country with his wife, Aim6e (Elisabeth Depardieu), and

daughter, Manon (Ernestine Mazurowna), to begin life afresh. He

decides to raise vegetables and rabbits on the property, which, accord-

ing to the map, contains the aforementioned freshwater source- The

Soubeyrans must acquire rhe laod at all costs and thus deYelop a

Machiavellian stratagem. Manipulated by his scheming uncle, Ugolin

secretly blocks the spring with concrete, covering its site and hoping

to ruin the value of the ProPerty, since the summer will bring little

rain. Meanwhile, they borh pretend to suPPort Jean's efforts. By forc-

ing him to get his water miles away, they hope to discourage him

from staying in this hostile nature and consequently resell his property

At the beginning, the frequenr rains favor the growth of the vegeta-

bles, and the rabbits multiply. Then comes the drought, and Jean ts

compelled to carry water from a neighboring well, using his own

strength, and consequently literally transforming himself into a beast

of burden. Cdsar sends Ugolin to befriend the optimistic Jean. Facing

the adversity of an extended drought, Jean is desperate to borrow a

mule ro help haul water from a nearby spring, but his efforts are to no

avail. All day long, the man transports water under the burning sun

of Provence. But Jean is much mote tenacious than both expected, as

he decides to intensify his work until the day when, exhausted by the

inhumane amount ofwork, Jean is killed by a charge of dynamite. His

death means victory for Ugolin and his uncle and the realization of

their carnation-Srowing project. As the widow and daughter are abour

to leave the house, Manon comes uPon the two men singing in victory
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rvhile unclogging the spring. Her whole life unfolds before her as she
instantly understands the devilish plot to which she and her family
have been victim,

The second "act," Maron of tbe Spring, unfolds the suspense with the
calculated pace of a Greek tragedy toward the inexorable resolution of
justice. The account rakes place a decade later when Manon (Emman-
uelle Biart), by now a beautiful young woman who lusrs for reverrge,
has returned to the hills of Provence ro shepherd goats on rhe moun-
tainside while living in poveny, rarher than staying with her mother
in Marseille. After the aging C6sar and Ugolin become owners of the
land, she reveals the long-silenced crime to the villagers. Ugolin, who
has noticed the beautiful shepherdess on the hills, falls hopelessly rn
love with her. On the brink of despair, he publicly declares his love
for her on the square of the village, but she directs hers to the local
schoolteacher, Bernard (Hippolyte Girardot). One day, the entire vil-
lage wakes up without water. No one knows that Manon has clogged
the spring in order to avenge her father's death. During a gathering in
the village shortly after, Manon accuses Cdsar and Ugolin of her
farher's death and reveals their stratagem. Cdsar denies the accusation,
but Ugolin, first driven by ambition, then rorn apart with remorse and
love, publicly accepts lhe guilt and associates it rvirh his love for her.
Destroyed by her refusal and his guilt, Ugolin commits suicide the
nexr day, hanging himself on a rree. As for Cdsar, he too no lotrger
wishes to live, but before he passes away, one of the village patriarchs
recounts the story of Florette, rhe young girl he was in love wirh in
his youth. C6sar then understands that the child she gave birth ro,
while he was in Africa, was the hunchback boy. Manon and Bernard,
nor. her husband, unblock rhe spring. Prosperiry comes anew.

Berri's main ambition was not to narrate a sequence of melodramauc
episodes. Since most of the morives were disclosed early on, rhe out-
come of Jean de Florette's fateful destiny appears quite predicrable.
Berri also did not intend ro creare a suspenseful plor devoid ofany real
psychological element, but rather to incorporate the ruthlessness of
human voracity: the land and waref are commodities worth dying for.
The calculated pace of the multilayered and pervasive murder story
emphasizes the abomination of the characters' wroogdoing. These two
epic thrillers, shot but rhree months apart and rotaling nine months
of shooting, not only met with considerable success in the Unired
States but also conlirmed Claude Berri as one of rhe most talented
producer-lilmmakers in France.

Fot actor Daniel Auteuil (b. r95o), the collaboration with Claude
Berri represented a decisive turning point in the actor's career, one of
the premier examples of a sudden career takeoff in French cinema
hisrory. In t975, G€rard Pirbs assigned him a supporting role to
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Emmanuelle B6art (lfaoon) in Claude Bertr's Mawn of the Spring (Maun det nattet'

r986), (Courtesy of BIFI/O Reon Productions).
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Claude Brasseur, Catherine Deneuve, and Jean-Louis Trintignant ln
Ax of Agrerian (L'Agrutiox)- Be{ore Jean de Florette, Auteuil was consid-
ered the archetypal B-picture actor, working in CIande Zidi's B1tes nais
dirciplix[t in r979, and later Les sous-douds in r98o and Charles Nemes's
Les b6rcs n'ant pas ftoitl aux oreilles in 1978. Virtually no film critic
could ever have imagined rhat the rest of his film career, following the
stccess o{ Jean de Florun, would include illustrious awards such as the
Cdsars for Best Actor in Manon of the Spring in t987, and Patnce
Leconte's The Gid on tbe Bridge (La f.lle nr le poxt in 1999)_ Interest-
ingly, Auteuil gave up a part in Coline Seteau's Three Men and a
Craclle to play the role of the unattractive Ugolin, which secured him
the C6sar. From then on, Auteuil's roles have been a long series of
successful choices, including work in Michel Deville's i paltoquer
(1986), and Claude Sautet's Quelqua jour: atvc mai (rc;88) atd A Heart
in lYintu (Un near en hiter. t99z). His participation on the stage was
also crowned by success with MoliEre's Les fourberies de Scapin at the
Fesrival d'Avignon and at the Th6Atre Mogador during the r99o-9r
season. As the years went by, Auteuil endorsed even more serious roles
in Andr6 T6chin6's My Far:orite Seasan (Ma :aisan lrifdr{e. 1993), Tbeue:
(l-es ualeurs, 1995), Coline Setreau's Romuald and Juliete (1989), a
convincing Henri IV in Patrice Ch6reau's Queen M"rgot (La reine Mar-
glt, 1991), Berrl's Lucie Aulrac, ard Jaco Van Dormael's The Eigbth
Day (Le huitiiue jour, ry96)-for which he received the Prix
d'interpr€tarion at the Cannes Film Fesrival, shared with Pascal Du-
quenne, his young Down syndrome costar. Despite a rather "delayed"
career revelarion thar did nor occur until his mid-thirties, the magnr-
tude of Auteuil's accomplishments promoted him as one of the most
artistic and multitalented actors of his generarion. The key ro Daniel
Auteuil's rriumphs may actually be his uncommon maturity, which
allowed him ro endorse challenging performances with rare sensitiviry
ancl eloquence.

The series Jean dz Florette and Manon of the Spring was also the
springboard for Emmanuelle B6an (b. r963). Daughter of the famous
songwriter and singer Guy B6art, the actress mostly appeared in mrnor
roles, primarily on TV, until being cast as a ca.ll girl in Edouard
Molinaro's Date witb an Angel (L'amour en douce, t 985). Although only
present in the sequel Manrn of tbe Spring, the intensity of her perfor-
mance impressed the French cinema academy ro such a degree rhat she
received two awards, Best Supporting Role and Best New Talent, for
her work in the film. Like Daniel Auteuil, whom she married shortly
thereafter, Emmanuelle B6art expanded her career on screen as well as
on the theatrica.l srage (Marivaux's La daable incanstame in 1988 and
Molitsre's Le xtiunt/trope wrth actor Jacques Veber in 1989). Her most
recenr pictures are Claude Sauret's Ne//1 and Mr. Amaud (Ne1ly et
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Daniel Auteuil (Ugolin) in Claude Berri s Maxan af the Sqring (Manan d.r 't'are!,
r986), (Courtesy of BIFIr'@ Renn Productions).

llonsieur Arnaad, r995), Brian De Palma's Mit:ion: lmpouible (t996),

DaniEle Thornpson's La Bdcbe (I'a bfrche, 1999), Olivier Assayas's ler

destindes (La dettinies rcntimentale\ zooo), and FtanEois Ozon's Hait

femmes (zooz) .
Along wirh Claude Berri, ditector Jean-Jacques Annaud must be

regarded as a filmmaker dedicated ro an international market, as he
has often described himself as a "French man" who makes movies and

not a "French filmmaker." Born in 1943, Annaud came to film via a
srrong adverrising background from the r97os. A graduate of the
national fillo:, school, the Ecole de Vaugirard, he achieved his first short
fearure at age nineteen with LeJ rept plch4r capitaux du cixiaste. He later

obtained a licence de lettres, which allowed him to enter the presti-
gious IDHEC, Annaud practiced his artistic alents rn Paris-Match and

TV commercials (more than 4oo spots). After his first fullJength

feature film in t916, Black axd'{/hite it Calor (l-a tidure I chartant),

a satire of the colonial period that did not do well at the box office
(despite its Oscar for Best Foreign Film/Ivory Coast), his name began
to be associated with the promising expectations of new French ditec-

tors. Although rather mediocre, Clu! de ftte (1979), his second film,

was another srep toward "cinematographic consecration." But it rvas

only with Ques far Fire (La gaet're cla feu, tgSt), an enormous commer-
cial success, that Annaud met $'ith international fame. The Anglo-
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Canadian production, whose total cosr reached $rz million, gathered
international acrors such as Everett McGill, Ron Perlman, Namir El
Kadi Gaw, Rae Dawn Chong, and Gary Schwartz, and won C6sars for
Best Film and Best Director in t982.

Qaat fnr Fire was the real breakthrough for Annaud; the film has
defined his style ever since. Adapted from Joseph-Henri Rosny's rgrr
novel,'e the film is an allegorical tale narraring a tribal struggle for
survival after its only source of fire has died. The tribe members know
how to preserve it and spread it but not how ro re-creare it. Some ofthe
tribe are sent on an expedition to discover the secrer offire. The srory
begins with the vicissitudes of three Homo sapiens in search of fire,
which ultimarely gives power to their rribe. Fire is not only a fearful
weapon but a symbol of evolurionary superiority. Despite the unusual
deploy of technical means for a French direcror, Annaud took the crew
on a "similar" expedition around rhe globe as they began shooring in
Kenya in r98o, Scotland, and ultimately in Canada in r98 r.r '

Five years later, Annaud successfully adapted the difficult novel Z/e
Name of tbe Rose (Le nam de /a rase, t986), wrimen by the kalian novelist
and semiologist Umbetto Eco. \Vith a budger of $r7 million, a
Franco-Italian-German coproduction team, and three years of plan-
ning, rhe film also took four screenwriters attempting to master Eco's
novel.r' These medieval chronicles, beautifully photographed by crne-
matographer Tonino delli Colli, fully came to life, eventually winning
the C6sat for Best Foreign Film in 1987. This psychological thriller
rerraces the memoir of Adso of Melk (Christian Slater) and his visic in
r3z7 with his masrer, the Franciscan monk \:Villiam of Baskerville
(Sean Connery), to a Benedicrine abbey in northern Italy. Outside rts
walls, starving peasants battle for leftovers thrown down from the
monks' kitchens. \Tilliam is sent to investigate the mysterious death
of one of the monks. Despite the silence and oddity of many of them,
he rnakes measured but effective progress. Flowever, while the inves-
tigation continues, a second murder occurs. \7i11iam is convinced that
the key to the mystery, which will lead to the true murderer, resides
inside the scriptorium of the main library, at the pinnacle of which
stands a great tower arranged as a labyrinth. Brother Berenger (Michael
Habeck), now the third assassinated monk, is found drowned in a wine
barrel with once more a recurrent panicularity: a black spot on one of
his forefingers as well as on his tongue. The progress of the investrga-
tion is hampered by the arrival of Bernardo Gui (Murray Abraham),
an officer of the Holy Inquisition, who immediately condemns several
suspicious monks to be put on trial. Meanwhile, Villiam discovers the
source of all the deaths a translation of Aristotle's Poetict, a forEidden
manuscript in medieval times, which defines the importance of human
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laughter. An old monk, Jorge de Burgos (Feodor Chaliapin), placed
poison in the corner of each page, thereby indirecrly killing anyone
who dared to read the blasphemous book. Once trapped, the old monk
sets the tower on fire and dies in rhe flames. \(/illiam has just enough
rime to exit alive. Meanwhile, the peasants gathered around the gal-
lows start an upheaval, which ends in the death of the inquisitor.

Despite his international fame and contribution to world cinerna,
many French film critics tend to sysrematically categorize Annaud's
movies exclusively as part of rhe French-film legacy. To this, Annaud
usually answers by asserting his internarional endorsement, whether
frnancially or arristically, by the very makeup of his casc of actors and
technical crews. Annaud wrote rhe scenario of most of his films with
the collaboration of G6rard Brach3' (b, r92"/), and the scores vr'ere by
various French artists. In an interview with cultural attach6 Laurent
Danidlou, Annaud spoke of his philosophy regarding national cinema:

I think that one should not identi{' the nationality of a film q'ith its
language, as if it were literature. The art of 6lm couesponds to the art
of the image, and. langLrage is a secondary issue. When a French novel
becomes an international success, it is because it conveys the thoughts
of the French authot and not his language. For 6lms, it is the same."

Thus, Annaud explained his decision to work in the United States.
\Wirh the regulations imposed on French directors working in France,
Annaud preferred to keep his artistic freedom even if this meant
working abroad. Annaud is fond of mentioning ro the international
press that all of his fi.lms have been financed in different countries
(e.g., The Nann of tbe Rore was financed by American, German, ftalian,
and French backers).

This ls a good occasion to change mentalities and to explain to the
French that Americans are not trying ro kill French cinema. They ate
just businessmen whose goal is to make good movies.... Ve, profes-
sionals, think that q.ith the American community, French people get
the wrong idea about what is going on in Los Angeles. It is a much
frieodlier world and open to foreign infuences than one thinks.'ife ate
here to help our French colleagues to understand the evolution of
Hollywood cinema and to allow Americans to get acquainted with
French technicians. The goal is to help contacts and eventually to create
a friendly climare between the two communiries.r4

In r99r, Claude Berri offered Annaud the complex adapration of
Matguerite Duras's best-seller Tbe Lorcr (,L'antant), which proved to be
a box of6ce and critical success. Also successful at the box offce was
Swen Years in Tibet (Sept au ak T;bet, u)97), which took its inspiration
from the autobiographical srory of Heinrich Flarrer, a war prisoner
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Jean-Jacques Annaud and Sean Connery during the shoot;og ofTre Naile ofthe Roie
(l+ non de la rose, 1986), (Courtesy of BIFI).

held by the British in India during !(/orld War II, who escaped
through the Himalayas and settled in Tibet, eventually becoming the

Freceptor of the Dalai Lama. Annaud's most-recent hlm, Envny at the
G.treJ (Stttlhgral), depicting the Eastern fronr in epic scope rhrough
the character of the Russian sniper Vassili Zaitsev (interpreted by the
rising British movie star Jude Law), was released in rhe United States
in March zoo r.

NEIJT DIRECTORS FOR A NE'W GENERATION:
JEAN-JACQUES BEINEIX AND LUC BESSON

As film historian Ren6 Pr6dal once observed, "After the cinema on
weddings (the r95os), the erotic cinema (r96os), cinema on sex
(r97os), the cinema of the rgSos speaks about love as Beineix, Besson
and Carax emphasize the comeback of the couple, fcilowtng the libet-
tinage of the New I7ave and the sexual fteedom of the following
generation."r' The new generation of young lilmmakers was early

1:l
: . t '
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characterized by the innovative style ofJean-Jacques Beineix. Beinerx

began his careet as first assistant to filmmakers Claude Zidi and Claude

Berri, His lirst feature-length frln, Diua (Diaa, r98t), can be consid-
ered both an auteur film and a commercial thriller. After a catastrophic

debut in March r98r, due to slow attendance and some bad press by

unenthusiastic critics, the lilm took off slowly. The success of Dfua n

rhe US allowed a commercial second chance in France, as it took four

Cdsars the next year (Best First Feature, Best Music Score, Best Pho-

tography, Best Sound), consequently becoming an exceptionally fash-

ionable movie-
Adapted from Delacorta's novd,, Dita flarrates the tranquil existence

of young moped postman Jules (Fr6ddric Andrei), who, passionate for

opera, declares an infinire admiration for his idol, the American oPera

star Cynthia Hawkins (Wilhelmenia lTiggins Fernandez). During one

of her rare recirals in Paris, he records her live performance with a tape

recorder surreptitiously placed on his lap. To make matrers worse, he

steals one of her dresses while wairing for an aatograph backstage.
Although universally celebrated, Cynthia Hawkins has refused to be-

come a recording artist. Therefore, any pirated recording becomes
priceless on rhe black market. A second story, so far unrelared to the

previous one, concerns the murder of a prostitute by two hit men, who
before dying leaves in Jules's motorcycle bag a compromising tape-
recorded confession that will help indict a drug ringleader and head of
the prostitution netrvork, who also happens to be one of the chief
officers in the police force, Saporta Qacques Fabbri). Later, Jules meets
Alba (Thuy An Luu), a young Asian gid, who, also interested in opera,
asks to listen !o his secret recording, Overcome by guilt, -lules decides

ro take the dress back to Cynthia. A friendship begins, as well as a
platonic-love relationship. The tape Jules possesses of rhe diva's finest

performance falls into the mob's hands, and soon they threaten to

release major bootleg copies of it unless Cynthia signs exclusively with
them. Meanwhile, Sapotta and his hit men are after Jules to find the

cassette left by the prostitute. On the brink of being killed, Jules rs
saved by Gorodish (Richard Bohringer), who takes him away to Nor-
mandy. In a suspenseful finale, Gorodish invites both parties (the Asian
gangsters and Saporta) to recoup their long-awaited prize.

The action scenes, including a remarkable chase through the Paris

Merro, are powerfully contrasted with the languorous setting of Gar-
adish's immense apafiment as well as Jules and Cynthia's romantic
walk through the park. This new type of visual contrast, so character-
istic of the late r98os, with its strong visual aesthetics, colors, and

conflicting tones! contributed to Ditta's reputarion as a breakthrough
film, Philippe Rousselot's cinematography'6 accounts for the numerous
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visual effects, in particular the film's stylized noidike sense, an amal-
gamation of a significant emotional background with idiosyncraric
personages like Jules. Constantly finding himself navigating worlds
whose borders appear prohibitive and mysterious to him, Jules rs
relentelessly chased by the police, the mob, record companies, and
ultimately his own conscience. The result is an effective enterprise of
assimilation of the Romanesque element with the visual. 'With some
innovative cinemarography and direction, and the acrion becoming
increasingly freneric but at the same rime always under control,
Beineix was able to challenge the conventional rhythms of rhe rhriller.
A model of pacing for some, while too slow for others, the film, with
its complicated plot, survives without falling prey to the usual dam-
agingly excessive levels of exposition. Vladimir Cosma's score and, of
course, \Tilhelmenia !(iggins Fernandez's voice anchored the film,
giving it an extrasensory element that sepantes Diua from the run-of-
the-mill light rhriller or melodrama.

Spurred to renew his successful, and by then widely praised creativ-
ity, Beineix's next attempt was a clear commercial failure. Disapproved
by rhe critics and ignored by disenchanted audiences, The Moox in tbe
Guxer (.1,a lune dans Ie caniueau, 1983) surprised viewers with its tone
and format. \(ith some of the biggest names in European cinema
(Nastassja Kinski, G6rard Depardieu, and Victoria Abril, among oth-
ers), the film does not really succeed in capturing the mood of the
times despite the impressive sets of Hilton McConnico (winner of the
1984 C6sar for Best Set). However, rt was Betty Blue (37,2o le rnatin,
1986) that conlirmed the expectations of this promising filmmaker.
Beineix decided to produce this 6lm himself on a more modest budget.
Adapted from Philippe Djian's novel, rhe srory takes place in the south
of France and centers on the relationship between Zorg Qean-Hugues
Anglade),r'a young handyman who lives in a beach house, and his
girlfriend, Betty (Bdatrice Dalle). Painting houses by day and making
love by night, the couple seem to live a fullilled and hedonistic
existence. One day, Betty clashes with Zorg's boss, violently insulting
him before burning down several of his beach cotrages. Zorg then loses
his job. They now both work at Eddy's (Gdrard Darmon) pizzeria. One
day, Berty discovers a manuscript written by Zorg. She comes ro
believe that he is a great writer and spends hours typing the manu-
script, then mailing it to several publishers. Following a string of
rejections, Betty loses het confidence. Larer, rhe couple move into an
old house in a small village, where Zorg finds a job as a piano salesman.
The story turns tragic when Betty lapses into schizophrenia. \X/hile

hoping to become pregnanr, she becomes depressed and ultimately goes
mad. Following a suicide attempr, she is sent to an asylum while in a
coma. Compassionate and desperate himself, Zorg decides to soothe her
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pain by choking her to death. The outcome of free-spiritedness is not
uplifting success but madness, self-destruction, and ultimately death.

Beineix's primary goal for the film was to show the exrraordinary
relationship of this srruggling couple from a compassionate perspec-
tive. lTithout being overbearing, the lilm succeeds in portraying the
simple motivations of young people amid the obstacles of a compli-
cated wodd. The direcror's visual talents (colorful style, spectacular
crane shots, sliding camera movements) are combined with the fantas-
ric photography and the tragic story line: "I had known Betty for a
week. The forecast was for storms," reminds viewers of the implicir
narrator in an eady scene. Much like Diua, the lilm captured the mood
and the sequential tensions as well as underscored the plot's inherent
sexuality and absolute visual effervescence. Beineix's characters are
creatures of pure will, given to ostentatious romantic obsessions, (Berty

wanders wirhout focus for her deep emotional energy.) Though the
story was nor atypical, it was already the expression of a new cinemat-
ographic trend. In its extraordinary narrative element, Bettl Blue can
come across as being both analytical and "swept away" in equal mea-
sure, and here the desolate poetry of Beineix's mise-en-scEne is both
unique and fully realized-

The other grear revelation of the r98os was director Luc Besson
who experienced his lirst commercial success in t984, with Subual.
Born in Paris in 1959, Luc Besson grew up by the ocean, where his
parenrs were diving instructors for the famous CIub M6diterrande.
After a brief stay in Hollywood, he rerurned to France, where he began
ro produce shorts, His 6rst experiences were as an assistant in Lewis
Gtlbert's Moanraker (r979) and in Maurice Pialat's Lc,uloa (t98o). \(in-
ner of the Avoriaz International Film Festival. Le dsnier cottbat (made

in r983, with a budget of 17 mill ion francs) gave Besson rhe l inancial
secutity he crucially needed to convince filture producers. This success
allowed him to win prestigious assignments, such as Isabelle Adjani's
video "Pull marine" (music by Serge Gainsbourg) and some ad spors
for the Dim brand. First perceived as neo-New \i/ave, Besson's so-
called young cinema typically represents a heavily graphic world de-
humanized by money and power, where the flight of human
imagination and realism meet in a choked-up, overpoweringly oppres-
sive environment. Vith the collaboration of Pierre Jolivet, Besson
wrote the script fof Subway, a film that was knocked by film crirics for
its lack of "real" characters. The public, on the other hand, not only
ensured the success of the 6lm but was also indirectly responsible for
the C6sar Awards in 1986 for Best Actor (Christophe Lambert), Best
Set (Alexandre Trauner), and Best Sound (Harald Maury, luc P6rini,
and G6rard Lamps).

Largely confined to the Paris Metro, the story narrates the viclssr-
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tudes of Fred (Christophe I-ambert), an eccentric young man, who
meets Helena (Isabelle Adjani) in the strange wodd of the Parisian
subway. Besson explores the compositional alternatives for his wild,
bright-yellow spiky punk haircut personage who, after stealing some
compromising documents from Helena's husband in his residence,
takes re6:ge from his pu$uers, ber husband's thugs, in the Paris
underground. Bored by her life of wealth, Helena agrees to meet him.
Fred demands a ransom in exchange for the documents, but what he
secretly desires is to see Flelena again. Fred does not give her the
documents immediately. Helena, with the assistance of a police inspec-
tor, and her husband's private militia all chase him. Nevertheless, as
the manhunt intensifies, Helena experiences a change of heart. The
combination of visual "punk," intensely drawn actors from the mean
streets, and rhe mesmerizing beauty of Isabelle Adjani epitomize a sort
of postmodern fusion of frames of reference that ultimately gives the
lilm a Surreal, cinematic dimension. For the general movie public this
specialized segment is enchanting, as the film possesses a fac-
tual plot and an execution that is so neo-romanric as to approach
visual opulence.

After the suffocating universe of the Parisian subway, Besson moved
on to his next project, this rime embraciog the world he knew best,
that of the ocean. The Big Blue (Le grand blea, rg88) is considered one
of the most signifrcant cult movies of the r98os, a true manifesto of
youth. Besson presented a compelling meditation on the fascinating
spell that the Sreat oceans cast on humans (Besson himself once aspired
to be a marine biologist).

The story begins with the childhood of two friends, Jacques Mayol
(Jean-Marc Barr) and boisterous and cocky Enzo Molinari (Jean R6no),
who share a passion for snorkeling. The friends spend wonderfiul mo-
ments during makeshift-diving competitions as they challenge each
other to see who can sray underwater the longesr, braving danger and
possibly death. Obsessed with the idea of outdoing each orher, the
boys spur each other on to more daring feats of physical skill. But one
day tragedy srikes as Jacques's father, an experienced diver, dies at sea.
As an adult, Jacques still keeps in mind rhis tragic accident. Johanna
(Rosanna Arquette), an American insurance claims adjuster, sees

Jacques diving in a frozen Peruvian lake and imrnediately falls in love
with him. She then follows him from New York to Europe ro pursue
a difficult romance (Besson ultimately sets up the real competitron;

Johanna versus the dolphins). \7hat the young F.oman does not antic-
ipate is the hypnotic enchantment rhe ocean has on Jacques and the
way it incessantly appears ro pull him deeper and deeper. Enzo, who
has not seen Jacques for twenty years, is by now a world-class dtver
but is still haunted by knowing there is indeed someone out there
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Isabelle Adjani (Helena) in Luc Besson's Subwal (Stbua1, r984), (Courtesy ofBIFI/

O Gaumont).
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berter than he. During the wodd free-diving competition in Taormina,
Sicily, borh companions set wodd records that no competing divers
can break. For his part, Jacques desires to pur behind him the memory
of his father's loss and earn Enzo's respect ar a sporr they have been
playing for years. The contest between Jacques and Enzo keeps inten-
sifying, rvith the two driving the orher farther down ro rhe d€pths of
the sea. Although changed with time, their friendship remains strong
until one day Enzo, surpassing his own limit in a dive, dies in the
arms of Jacques when he returns to the surface. Distressed by Enzo's
last request to leave his body at the bottom of the ocean, Jacques
becomes depressed until the day he decides to dive for eternity. Once
at the bottom of the sea, surrounded by the blueness, he slowly and
silently lets go. Vith his cinematic storytelling style, Besson pondered
the cosmos rhrough his free-divingrs hero Jacques Mayol,re a world-
record holder, who stood at the center of rhe project. The role of

Jacques was actually first offered to Christopher Lambert, Mickey
Rourke, and Mel Gibson, before going to Jean-Marc Barr.a"

Despite the apparent simplicity of the screenplay and the sagacrty
of the dialogue (rhe lack of complexity in the characters was unex-
pected), Besson, who is not considered a master storyteller, succeeded
by virtue of his highly stylized use of imagery and his underwarer
scenes (.Tbe Big Blue oozed with a sensuous beauty unlike any other
lilm at the timel. The Big Blue was nonerheless intriguing, with the
originaliry of its photography (by Carlo Varini) of Mediterranean wa-
ters. Eric Setra's score (Galden Eje, Tbe F ifth Eletnent) captured the
director's ambirions rvith its pre-New Age music. In rhe American
format, containing a drastically revised "happy" ending, a separate
music scote replaced the original sound track (by composer Bill Conti).
The images and the music brilliantly intermingled as the eye of
rhe camera plunged into rhe deep, generating a visual blend rhar
could not be separated: vibrant hues and sound seem to glow off
the screen.

Although French 6lm directors and critics ofren address the hot-
button issue of the "maievolent" Hollywood influence on their nation's
cinemarographic ethos, Luc Besson can be most accurarely described as
one of the Gw French filmmakers who has set out ro comoete head to
head with heavyweighrs such as George Lucas and S.e,r'en SpieLb..g.
But Besson's sryle also corresponds to a visual challenge that ultimately
reevaluates the criteria of appreciation and visual coherence. In facr,
Besson's main cinematographic force is his ability to caFrure the mo-
ment in vibrant images, to create a beautiful tapestry of emotions and
sights. Distinctly un-European, Besson's productions are generally di-
rected to the broad American public, yet they have still mostly prcr-



Jean-Marc Barr {acques) in Luc Bessoo s The Big Blae {,It grand Lleu, ryaa),
(Courtesy of BIFI/O Gaumonr).
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Roland Giraud (Pierre), Michel Boujenah (Michel), aod Andr6 Dussollier {acques)
in Colioe Serreau's 7/ree \len and a Cutlle (Trai honnes et an coa/fz), r 985 (Courtesy

of BIFI/O Flachlilms).
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voked a lack of sympathy on the part of American oitics and much
apathy from other overseas moviegoers.

The shooting of The Big Blxe took more than nine months, in Italy,
Greece, the Virgin Islands, the United States, and Peru. One of the
malor problems in post-production was cutting the zoo-minute fi lm
to r3z minutes. (A r68-minute director's cut was released in the US
market twelve years later.) First screened at the 1988 Cannes Film
Festival, the film went on to garner seven nominations for C6sars,
winning the award for Best Music Score (Eric Serra). Despite a certain
disappointment rvhen compared to Jean-Jacques Annaud's Tbe Bear
and Bruno Nuytten's Canille Clauclel,l'the film's popular success in
France and distribution in the United Stares remained a rare example
of a pb{roraine dt vcidt6. Ltc Besson's career conrinued to flourish with
La Feurne Nihita (Nikita, tgclo), Tbe Profestional (L6on, 1994,The Firth
Eletwxt (Le dnqaiime il€neat, 1991), and Tbe Maserger: The Story af Jaan
of Arc (leanne d'Atc, tc199).

THE REBIRTH OF POPULAR COMEDIES: COLINE
SERREAU AND CLAUDE ZIDI

The cafl+hditre phenomenon, born outside the world of stand-up
comedy at the end ofthe r96os, evolved into a ne$' type of comidies
dz boaletard, or popular comedy, a decade later. The r98os thrived
on its legacy and promoted the performance of irs actors-aside from
the predominanr humor instigated by Coluche with such films as
Michel Blanc's Marche ) I'ambre (1984) and G6rard Jugnot's Pinot stm-
ph Jlic (tcs8f.

Against all expectations, the greatest comedy success of the r98os,
as well as the 6fth biggest commercial hit ever, came from an almost-
unknown female director, Coline Serreau (b. rs+z), with Tbree Men
and a Cradle (Trais brntnet et un coffir, r 985). The film, a persuasive
testimony to the change in mentality which occurred in the r98os,
was produced during a sociological evolution toward a more liberal
and progressive society. Three single men, Pierre (Roland Giraud),
egomaniacal Jacques (Andr€ Dussollier), and Nlichel (Michel Bou-
jenah), live a life of leisure in their luxurious apartment. One tule
prevails: women are strictly forbidden. Jacques, an Air France flight
attendant, accepts an unknown package the day he must leave for Asia,
One Sunday, Pierre and Michel lind a cradle in fiont of their door, a
basket with an infant gid Marie, and a letter from rhe baby's mother,
Sylvia (Philippine Leroy Beaulieu), Jacques's ex-girlfriend- The note
says she must go to the United States and wants Jacques to take care
of the infant for "just" six months. Life for the bachelors is immedi-
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ately and drastically changed. In a series of comic scenes, they Iearn

about baby formulas and diapers. After three weeks, Jacques finally
comes home, and the three men become Marie's three dads. Vhen
Sylvia returns to take Marie away, the men feel an immense relief rhat
is soon followed by an inexplicable void in theit lives. The finale is
quite unexpected, as Sylvia, a professional model, asks her companions
to help rear the child, since her professional career cannot allow her
the time. The scripr, which tracks the men's relationship with the
baby, explores the hidden desire for fatherhood from men who typi-
cally ar.oid making commitments. This American-sryle comedy al-
though generared on a small budget won an impressive series of
awards: C6sars for Best Film, Best Scenario, and Best Supporting Role
(Michel Boujenah). The American remake. leonard Nimoy'sThr* Mm
and a Bafu, shot in 1987 (with Tom Selleck, Ted Danson, and Steve
Guttenberg), was also successful at the American box office.

Also widely acclaimed as one of the best comedies of all time was
M! Nelr Partner (Lu ripoux, 1985) by Claude Zidi (b. 1934). Never
before had a mainstrearn comedy been rewarded so handsomely at the
French Academy Awards as this one was in 1985. Nfith C6sars for
Best Film, Best Director, and Best Montage (Nicole Saunier), M1 Araa,
Partner co[frrmed the rehabilitation of comedy among general audi-
ences as well as 61m critics. Zidi's idea came from a meeting with a
young police officer during the 1982 Cannes Film Festival. From a
series of authentic anecdotes, Zidi developed the plot into a full-lengrh
feature 6lm (the title, Les ripoux, is French slang for "crooked cops").
The story is a confrontation t'etween two schools in rhe Parisian police
force. Corruption in M1 Neta Pattner seems to be the natural state of
law eniorcement.

Ren6 (Philippe Noiret), a police inspector who rhrives on fraudulent
kickbacks and racketeering, is joined by a young newcomer, FranEois
(Thierty Lhermitte), who arrives straight from the police academy. The
movie is primarily about the process of the conscientious, law-abiding
officer and his "reeducation" under Ren6. Ren6 has a hard rime associ-
ating with his new partner since FranEois disapproves of all his corrupt
methods. Hoping to win FranEois's loyalty, Ren6's companion (R6gine)

linds a friend, Natacha (Grace De Capitani), an attractive call girl, who
succeeds at least in changing his look. Both police officers enter a
wodd of corruption as they get involved in drug trafficking. Ulti-
mately Fnngois pulls ir off, but not Ren6.

Zidi is known for mainstream burlesque comedies and standard-
bearers of Sunday cinema (purely commercial French cinema that nof-
mally never crosses the Atlantic). My Neut Partner was his first national
commercial success. Except for Tbree Men axd a Cradle, rarely has a
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comedy managed to win the best lilm award at rhe C€sars. The success
of AIy Netu Parnzt triggered a no less successful sequel in r99a, Ripaux
ca tre Ripllrx. Other films from Claude Zidi include Tbe Ving or the
Thigh. Ingutor La Baaure, Tbe Jackpot! (La Totale!, r99r), which in-
spired James Cameron's Trae Liet (1994), and Asterix and Obelix u;.
Cdctar (Artdrix et Obdlix cantre Cdtar, r999).
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French cinema of rhe r99os is characterized by three consecutive
trends: the persistence of economic difficulties in the ea y part of the
decade due to tbe declining attendance of general audiences; the asser-
tion in 1993 of the "cultural exception" to promote cinematographic
pluralism against the growing presence of American productions rn
Europe; and finally, in the mid-r99os rhe unprecedented financial
revival of French cinema due to rhe significant investments of televi-
sion companies in lilm production, which moves beyond the twentieth
century into the present rime.

Following the declining artendance ofthe mid-to-late- r 98os, Ftench
popular audiences continued ro decrease in size during the first part of
the r99os. But contrary to popular predictions, the French film indus-
try, during the second part of the decade, experienced a sudden revi-
talization thanks to the increased investments of television companres.
This not only reversed declining attendance but also ensured Ftench
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cinema's prosperity and independence. The return of comedies to rhe
box office with films such as Jean-Marie Poir6's The Visitor: (Le: t isi-
teurs, 1993) and Francis Yeber's The Dixxer Gante (l* dlxer dz cons,
1998) confirmed rhe financial recovery for the entire industry. In
addition, throughout the r99os French cinema reestablished itself as
an international critical success earning recognition with films such as

Jean-Paul Rappeneau's Cyrano de Bergerat (Cyrana de Bugerac, r99o),
which garnered a Best Actor at the Cannes Film Festival, R6gis Y/arg-
ni,er's Indrbine (lndochine, r99z), winner of the Oscar for Best Foreign
Film, and more recently, Jean-Pierre Jeunet's -z{ rndlie (Le fabuhux dutit
d Aradlie Poulain, zoot1.

French Cinema's srrength today is in large part due to the active
role of Canal+-a division of Vivendi Universal, the wodd's second-
largest media company, present in roo countries with over 3oo,ooo em-
ployees-which in terms of growth and profit has become omnipresent
and indispensable to French 6lm ptoduction. By the end of the decade
into the present, it has become clear that the French 6lm industry is
regarded as the leader of European productions in great part due to its
recently remodeled infrastructure. At the turn of the new millennium,
French cinema is represented by many original conceptions and in.rag-
inative creations like Pitof's Vidr,cq (zoot). The industry as a whole is
able to adapt to the rapid techno.logical developments of modern
filmmaking, along with the demands of popular audiences for more
enterraining films, without losing its unique French spirit.

FRENCH SOCIETY IN THE r99os

Elected for a second rerm (r98835), FranEois Mirterrand appointed
Michel Rocard as the new head of government in May t988. An
accomplished financial consultant and a promoter of governmenr by
bilateral consent (left and center), Rocard contributed to the renovatron
of the social security system, helped organize the European Llnioo at
the beginning of the new decade, and ultimately qualilied France for
the European monetary union, which was achieved in 1999. On Janu-
ary r, 2oo2, France and most Europ€an nations adopted the euro as
their of6cial currency.

Following the winds of change and hope, rvhich mainly originated
in Eastern Europe, the French govetnment also reevaluated itself in
May t99r. One of these changes was the replacement of Rocard with
Edith Cresson, the first female prime minister. Despite the persistent
high unemployment rate, drawn-our workers' strikes, and financial
scandals that temporarily beleaguered the Socialist government, Mit-
terrand's vision to fortifu the status of France in the European Unron

FRENCH CINEMA
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was exemplified by his participation in drafting the Maastricht Treaty
in r99r, with a pledge to endorse closer economic connections between
France and its European partners. Despire antagonistic criticisms, Mit-
terrand, who counted on a popular referendurn to inctease the coali-
rion, won it with only 5r percent of the votes. In March t993,
Mitterrand did not parricipate in rhe resulting political inlighting of
rhe legislative election, which gave conseryative forces a clear majotity
in the Assembl6e nationale. Although the triumphant conservatives
called on Mitterrand to resign, the president refused to leave office and
carried on his presidential term until the end. He died on Jamrary 8,

ryc;6, at age seventy-nine, just six months after leaving political life.
Edouard Balladur, a Gaullisr whose political mentor had been Georges
Pompidou, became premier in March 1993. Alchough his plarform to
reduce unemployment and clandestine immigration and his promise
to end an epidemic of political corruption won applause, subsequent
financial scandals left Balladur's government vulnerable as well.

Like Mitterrand, who ran for three presidential elections before
frnally winning, Jacques Chirac's third attempt was a victory as he
defeated Socialist candidate Lionel Jospin n May ry95. He immedi-
ately appointed Alain Jupp6 prime minister. Chirac's political win
brought an end to the fourteen-year-long Socialist presidency, but only
temporarily, since in the summer of 1997, the elections for the Na-
tional Assembly gave the Socialist coalition a clear majority. Much to
the surprise ofmany, the conservative parties lost control ofthe House,
and Socialist leader Lionel ./ospin became prime minister in 1997,
serving in Matignon unti l the spring of zooz. On May 5, zooz, Chrrac
was reelected president and appointed conservarive Jean-Pierre Raffaln
as the new prime minister.

THE IMPROVING HEALTH OF FRENCH CINEMA

The visual lyricism, which had best described Frencb cinema from the
r93os rhrough the French New \(ave and even into the r97os, ap-
peared at the turn of the last decade to have lost irs mythological
presence in contemporary movies. \7hile attempting to capture the
new look of French contemporary society, with its changing racial
makeup, econornic hardships, and growing apathy among young peo-
ple, French filmmakers of the r99os such as Marc Caro, Jean-Pierre
Jeunet, Luc Besson, Leos Carax, Eric Zonca, Mathieu Kassovitz, C6dric
Klapish, Olivier Assayas, Jean Becker, Patrice Leconte, and Dominik
Moll emerged as rhe artists best able to reunire these aPParently

conflicting trends. Despite the polirical and economic bleakness of the
country, new realities emerged: filmmakers successfully conciliated the
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rechnological evolutions in modern filmmaking r.ith the increasingly
challenging demands of popular audiences.

rVith a serious lack of original and innovative scripts, combined
wirh a prevailing and almost stylish morose tone, much of French
cinema of rhe eady r99os presented a new form of hyperrealism, a
new rrend for psychological realism as well as the romantic tale. But
because of their high degree of pessimism, usually iovolving forlorn
individuals evolving in an unsymparhetic atmosphere, these films chal-
lenged the basic conventions of classic movies of the prewar poetic
realism era. Even when killed at the end of macabre and doomed plots,

Jean Gabin, unlike modern-day proragonists, usually appeared to se-
cure a certain degree of deliverance in movies such as Daybreak. Pdp{ /e
Maku and Tbe Human Beast. This tendency among new and accom-
plished fi lm directors and scriptwriters generated, as i l lustrated by
Leos Carax's Les amants du Pont-lieuf (.r99r), starring Juliette Binoche,'
an alarming fissure between French general audiences and regular
c i ny'p h i / e mo't ie goe t s.

Although heakhier on paper when compared ro orher European film
indusrries, the French lilm industry did not show any optimistic sign:
of renewal during the l irst half of the r99os. The overall economrc
situation, v' ith the pov,'er struggle involving global trade issues in the
background, directly allectecl the morale of investors. As a resuh, more
and more productions r-ere directly achieved through government
assistance and the cosponsorship of relevision companies.

From an average r8c million tickets lor French films sold each year
in the r97os to a record zoz mill ion in r98z (half the r96os' f igures),
attendance continued to decrease dramatically, reaching an all-trme
low of rr6 mill ion in r992. But against all pessimistic prognosrica-
tions, the French hlm industry was about to create the biggest revolu-
tion of the decade not only by reversing the decreasing-amendance
trend but also by triggering one of the most vigorous and unprece-
dented waves of new productions. In order to appreciate rhe differenr
rationales of the economic accomplishmenrs of French cinema in the
r99os (both in domesric and foreign markets), it is helpful to under-
stand the situation France and other countries faced in 1993 during
the difficult GATT negotiarions.

In the eady r95os, GATT (General Agreement on Tariffs and
Trade), was the only international pact on wodd-trade and advocated
three main principles: nondiscriminarion between lateral parties, eco-
nomic consolidation, and, above all, trade negotiation. Since it was
only an agreement in principle, GATT never imposed any specific
regularions, but rarher suggested guidelines for a liberal economy and
a free market. In 1994, the newly created \7odd Trade Organizarion
(\WTO) oflicially replaced GATT. The European protection quotas,
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esrablished to limit the import of American frlms (see chapter 7),
broke new Sround in benefiting the French film industry (but not for

all European-national cinemas). In addition to the motion-picture mar-

ket, the enrire audiovisual industry was directly affected by new min-

imums in television programming for instance. French television

companies had to include in their primetime Programming a mini-

mum of 6o p€rcent European hlms and 40 Percent French-language

frlms. Anticipating the new contretemps, the American delegatton

argued (to no avail) that the politics of heavy government-funded

subventions, state incervention, and protecrive quoras promoting the
"cultural exception," as well as narional productions, were against the

spirit of GATT and the global market.
\What has been commonly called the "cultural exception" againsr

the American domination (l'exceptiln cuhute/le, incongntously dubbed

the "French excePtion" by its numerous detractors) torresponded to an

oral agreement, suggested after innumerable heated discussions, by

which governments were entitled ro decide which categofies of "goods"

should remain outside the accord (for example, cinema and audiovisual

productions in general which could be considered "cultural goods").

This suggestion, voiced by French representatives, became very popular

among European governments. Five years later, in November 1999' at

rhe IWTO conference in Seattle, the central quesrion of "cultural excep-

tion'' was never addressed. Many French lilmmakers, Iike Claude Berri,

promoted the imperative responsibility of the French administration

to defend cu.ltural "pluralism'' via the sponsorship of new legislation
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and public funding to assist cinemarographic production and inrerna-
tional exports. For Berri, like many European filmmakers, movies were
not ro be considered common commercial merchandise. and oolitical
leaders were expected ro become accountable for shieldinq an.l lustarn-
ing the efforts of the entire audiovisual sector (the European film
market is the equivalent in size to thar of the American). More than
just a cultural venrure, rhe wofld-film industry is also a political and
economical asset. Beyond modestly promoting pluralistic-cultural sup-
ply, the French government must face the difficult challenge of suc-
cessfully continuing its effort ro co-finance local productions and
stimulate quality as well as quantity, and more importantly ro ensure
the commercialization of these productions on foreign markets.

A UNIQUE FINANCIAL-AID SYSTEM

As discussed in rhe preceding chapter, the self-regulated linancial
assistance for filmmakers and producers iniriated by the CNC in the
eady r96os, and enhanced in the early r98os, was in full swing in the
eady r99os (]ack Lang doubled rhe allocation during his first term, in
r98z). Each year over a hundred full-lengrh feature 6lms were pro-
duced in France, making it the leading lilm industry in Europe.
Despite the successful d?ances lur recefiet, the main mission of which
was to set funds against royalties from box of6ce revenues for quality,
auteur, and experimental films, French cinema has always been in
search of new subsidy opportunities. The linancial aid systern aitle
silectirle ) la productiox was money given directly to producers, once
approved by the CNC, often as a long-term loan, since most of those
films generally did nor do well at the box oifice. In fact, only ro
percent of those films have been able to earn out and reimburse rhe
initial credit, In the r99os, state subsidies encouraged productions for
international audiences as well as films by major foreign lilmmakers,
whose home countries did not create such favorable iinancial envirorr-
ments. In addirion, several fiscal incentives, like the tax shelter named
Soci6t6s de financement des industries cin6matographiques et audiovi-
suelles (SOFICA), also created by Jack lang in the r98os, boosted
investments in films and established a closer link between the movre
indusLry  and rhe  wor ld  o [  f inance.

Subtantial financial help also came from French-television compa-
nies, which slowly became the principal partners for coproductions. In
1993, their participation through public and private channels, (called
aide azttutatique, or automaric financial aid) reached 35 percent of the
overall volume of investments, or around $ t 5o million. Joinr produc-
rions included Claude Beui's Germinal (Gerninal, 1993), Jean-Marie
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Poirl's Tbe Visitors (Les siteur, 1993), Francis Veber's Tbe Dinner

Game (-e dixer de cou. t998), G€rard PirEs's Taxi (Taxi' r998), Claude

ZtdJ's Asterix & Obelix us. Cisat, aod Luc Besson's The Musenger: Tbe

Stary of Joatt of Arc (Jeanxe dArc, 1999). In addition, the four major

natioflal television stations (TFr, Francez, France3, and M6) had to

comply wirh a financial obligation, called soutient aatam,ztique, which

consirained them ro advance a minimum of I F,ercent of tlteir annual

operating turnover toward future frlm productions and ro broadcast a

minimum of sixty percent European frlms. As ironic as it may seem,

although French television debilitated French cinema in the r98os, a

decade later it helped to resuscitate it. In uooz, it is clear that,

economically, French television needs French films, and French lilms

need rhe funds of French television. After years of struggle, the

financiat-aid system established in the early r98os was finally taking

off. Nineteen-ninety-five was the first successful year, whicb immedi-

ately triggered spectacular Srowth in French cinema.

In the mid-r99os, for the centennial of the seventh art (r99;),

many statistics and rankings were published on the health of the

French flm industry. The figures showed that the film industry in

France had now established itself as the largest, most successful market

in Europe, with France the Ieading 6lm producer (e.g., r34 fi lms

produced in 1996, up from rz4 in 1995) France also had rhe largest

distribution network in Europe, with more than 4,ooo movie theateff

(4,297 screens registered by the CNC lt rcl<12, 4162 screens in 1998)-

But the assessment of movie theaters' economic activity cannot rely

simply on unsystematic statistics. Therefore, to assess the theaters'
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numbers accurarely, the CNC established an annLral teyiew of salle.s
actiuer (active theaters) in rc;92. Each movie theater participates, releas-
ing irs revenue reports for the assessmenr of automatic linancial aid
and for the producrion of an entire array of statisrics on theater drstn-
bution. Thearer owners provide weekly sraristics, per screen, per iilm.
This sysrem indicates a new approach in distribution: film copies
circulate more easily from one screen to another during the same weeK,
especially in multiplexes, and movie programming adapts ro the cus-
toms and immediare reactions of audiences-

French cinema is one of the fastest growing sectors of the nationar
economy, and official projections for the year zoo5 predict a doubling
of employmenr in rhe film business compared to the rg9os. Accord-
ing to Daniel Toscan du Plantier, chairman of Unifrance, the French
lilm industry ''is not to be the second-cinema industry worldwide.
t ra i l ing  che f i rs r ,  bur  ro  bc  rhe  leader  o l  an  a l re rner ive  ,o  rh"  *onoo-
oly." The relentless endeavors, articulated by the MinistEre de la Cul-
ture in the early r98os and film indusrry professionals did indeed
preserve the identity of French cinema (and ultimately European cin-
ema). Despite the overwhelming volume of American fi lms, rhe French
6lm industry appears more than ever the champion of European filmic
creariviry.

Despite their popularity among French audiences, American movres
do not, as they do for the resr of the European marker, pose a critical
commercial or f inancial rhreat ro rhe Frenrh 6lm industq.ieven though
acrion and animated films from Hollywood remain rhe most popular
genres among the Ffench public). In 1999, American films were
seen by more than 7o million spectators, representing a sready market
share at 54.r percent and 34 percent of all films distributed; whereas

t . l
.) .)
1.1

8 .6
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French films represented almost 39 percent of all films distributed, 3z
percent of all revenues, which was up almost 5 percent from the

previous year. These statistics, although showing France as a distant

second to the Unired States in the wodd matket, underscore the

strength of rhe French film industry in Europe as well as irs growing

appeal worldwide.
Coproducrions with French partners have been an effective way for

Holly.wood studios and production companies to increase their market

share, but this method has proved problematic, especially when com-
pared to the British or Italian hlm industry. For instance, Great Brit-

ain's national cinema is now one of the most vulnerable in western
Europe.' In :'992, ote of its least productive years for example, na-

tional productions in Great Britain rotaled r7 full-length feature 6lms,

compared to r55 frlms in France that same year. (Subsequent to the

dismantlement of the financial-aid system initiated at the end of rhe

r97os, investments in the British lilm industry decreased almost 5o
percenr over rhe cou$e of the r98os.)

At the turn of the new century, European film industries have ex-

perienced one of their most challenging periods ever. In fact, if Euro-

pean govelnments do not comply with what lilmmakers and the major

professional organizations petition for, an effective pan-European pol-

icy on frlm production, promotion, and distribution, the entire furure

of European cinema could be compromised or in serious jeopardy

Unired Srares

Grelr Bfi.ain
France minotityx**

Japan
Italy
Spain
Germany
Canarla
Othcr counrries
TOTAL
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FRENCH TELEVISION

Since 1982, the Conseil sup6rieur de l'audiovisuel (CSA), an indepen-
dent council known for its auronomous decision making, regulates
private and public television and radio companies, and gives necessary
authorization to broadcast and to edit prograrns, supervises the free-
dom of expression, and assigns airtime for political debates and cam-
paigns (rhe regulation also applies ro the rime allowed for pubLcrty
and airtime for broadcasting). Although sound in its structure, rhe
dilemma for the French frlm industry remains the discrepancy berween
rhe profits of television companies and rhe ethical principles of the
CSA. The evolution of technology makes it difficult for both parties to
conciliate economic choice to fairness, and consequently the profitable
logic of the film and television markets usually stands in opposition ro
the ethic of the high authority's regulations.

As an active component of the Paysage Audiovisuel Frangais, French
television in the eady r99os had become, over the course of three
decades, as much a cultural barometer as cinema was throughout the
century. As a popular cultural catalysr, television, because of irs acces-
sibility, could very well become tbe new medium for arristic discourse
due to its accessibility, thus outpacing the esteemed and powerful
cinematographic medium as sole or primary architect ofvisual aesthet-
ics. So one question arises: Is today's French cinema on rhe verge of
progressively becoming a telef.lr it medium? The tradition of public
service and the role of the state as principal partner in social and
economic life remain a strong characteristic in Europe. Despite the
explosion of private-relevision companies in rhe Iate r98os and digital
broadcasting in the r99os, France is still in search ofan equiliblum
between the necessary freedom for the development of new markets
and the support of regulations guaranreeing a certain pluralism. How-
ever, the alliance between film and television does facilitate rhe collab-
oration of rhe two industries. In France, private television companres
thrive in an almost paradoxical situation. They offer programs as
worthy as the ones screened on public television while profiting from
advertising revenues derived from a large marker. Today, the compe-
tition posed by the growing purchase ofvideos and now DVDs (which
doubled from the r98os to the r99os), and especially the srrong
influence of American television, has threatened the quality of pro-
gramming, its coherence, and the ptofessionalism of both secrors. As a
result, most French television companies have reshuffled their docu-
mentary, news, and entertainment programming, while reducing over-
all film produmions.

In this era of growing communication, it appears more crucial thaq
ever for a national medium like cinema to relare ro the global-
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communication network. As of zooz, the management of televisron
programs and artisric images already sigoals a new cultural, political,

and economic competition. To be part of the frontrunners in digital

distribution, the successfirl companies will have to become part of the

fastest-growing communications networks and technologies (Internet,

music,6lm, sports, education). Such is the case with the television
company Canal*. Its commitment to the French film industry reveals

the success of a strategy initiated a decade before. Diversiftation had

been the buzzword during the r99os and resulted in a significant rise

in viewership, with more than 14 million subscriptions currently in

eleven countries rhroughour Evope, 7.3 miLlion outside France. In

addition, more and more customers are making the switch to digital,

with the number of subscribers to digital services rising to 4.1 mill ion
(5o percent of all subscribers have now opted for digital service).
Canal* commits actively, in terms of gtowrh and profir, to rhe tele-
vision and movie division of Vivendi Universal, the world's second-
Iargest media company, and remains Europe's leading multiservice
pay-television operator. In addition, Canal* has become omnipresent
as well as indispensable for French film productions, as the following

staristics in Table 5 (page 36o) reveal.
In comparison, rhe rest of French television companies (France:,

France3, TFr, M6, and Arte) financed a total of eighty-eight films rn

1999, thus confirming the predominance of Canal*, in particular its

production srudio ca.lled le Studio Canal, in terms of financial com-
mitment within the French film industry. Each year, 5o percent of all

French films are produced by Canal*. In addition, Canal* has created
a European lilm disttibution network in partnership with the Path6
Film Company.

For the French 6lm industry, the arrangement between lJniversal
Pictures and Canall created the second-largest [Im library in the

world-g,ooo feature 6lms in all-breaking new ground in distribu-
tion of the motion-picture business. Due to its recent European

success, le Srudio Canal's next ambitioo is a greater involvement in

the United States. Throughout the r99os, Le Studio Canal's situation,

as a growing foreign producer in the US, generated much interest

among independent filmmakers (e.g., David Lynch's Malhalland Driue,
zoor, and Tbe Straigbt Story, t999; Jim Jarmusch's Ghost Dog: The

\Y/at af tbe Saruurai, t999 and Solia Coppola's The Virgia Suicidu
zooo). Since the mid-r9gos, Le Studio Canal has Played a dominant
role in rhe production of European lilms. It has indirectly led to the

domination of French film within the European market. Through
inspired diversificaaion straaegies, L€ Studio Canal enrered into a iojn!
venture in England with its longstanding associate Telema (Toc Films)

to develop and produce EnglishJanguage 6lms, to coptoduce Italian
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TABLE 5: EVOLUTION OF THE
INTERVENTIONS IN PRX-PRODUCTION BY
CANAL+

FRENCH F]I-MS

r992
I99 l
r994
r995
| 996
191)i

r998
199.)

ra7
r14
r39

frlms (e.g., Ettore Scola's The Dinrer/La cena rn t998, Roberto Be-
nrgai's L{e h Beaatiful/La t)itd i Bell"x in 1998, Michael Radford's 1/

!0rtit70 in rg94, and Nanni Morerti's Dear DiarylCaro diaro in 1994),
and to produce or coproduce rwenry to thirty French feature 6lms each
year, through its subsidiaries and in conjunction wirh a number of
indepndent lilmmakers and producers (producing films for commer-
cial audiences as well as young auteur films).r One of rhe mosr reliable
partners of the group is producer Alain Sarde, who has made many
films, including Jacques Doillon's Pa ette (Plnette, r997), Jean-Pierre
Salom6's Rerlazr grrnpy't (1998), Jean-Piere Ameris's Bad Canpany (La
mauuaircs frlqkentatizns, 1999), Daniile Thompson's Ld |t4che (1999).
Pierre Jolivet's Ma petite ent/e!/^e (1999), and Bertrand Blier's Le.r
actet/fi (2aao). Important also are three associate producers, Alain
Rocca, Adeline Lecallier, and Chtistophe Rossignon, who constitute
Lazennec Films.a In r99t, 9 percent of Canal*'s operaring turnover
had to be reinvested to support French cinema as well as foreign film
coproductions, not including other large-scale productions sponsored
by its subsidiary, Le Studio Canal. Canal*'s financial-backing srruc-
ture was designed to sponsor many productions in the French 61m
industry and to promote the completion of first-feature films as well as
to assisr big-budget productions of proven cuhural value (8o percent
of French films each year are presold to Canal*). The omnipresence of
rhe television company is all the more valuable for Freqch national
cinema since most French productions roday appear incapable of at-
taining any profitability without public subventions.

Led by Jean-Marie M€ssier (former chairman and CEO of Vivendi)
and Pierre Lescure (former chairman and CEO of group Canal*), the
Group Canal{lVivendit was able ro achieve a uniquely powedul

96
92

t 6
t 6

t 6

r 9

8o
'76

19
85

r .8
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growth.6 \(/ ith rhe support of Seagram and Canal*, Vivendi's position

in global-communications is significant with, for instance, the afore-

mentioned film library, the production srudio, theme parks, and PC-

based software game publishing through Vizzavi. As for distribution,

Group Canal*/Vivendi provides Internet access through Vivendi/Vod-
afone Mobile to 6o million customers in Europe, and has become the
principal partner of Internet consumers, business-to-business informa-
tion, and orher entertainment universes. Irs Internet division,

CanalNumedia, was created in January 2ooo. The new millennium

opens important new markets for the Canal * Group, and as the

Internet allorvs extensive development of the recorded-music market
(panicularly among a growing young audience popularion using the

MP3 format), by offering straightforward consumet experience, the

Group Canal*/Vivendi has enormous potential, involving Europe's
rnost influential wireless and wited trademark witl.r the wofldwide
network.

FRENCH CINEMA ABROAD

In 1949, the CNC created the production cornpany Unifrance to help
in the commercialization and distribution of French movies in other

countries. Since its creation, results have often exceeded expectations.
For example, Jean-Paul Rappeneau's Cyrano de Bngerac made 1o mil-

lion francs in the foreign market, twice its total production costs.
Unifrance regulady indicates the fundamenral magnitude of film ex-
ports as vital to the strength of the French-cinema industry since 85
percent of the total revenues of French films are generated abroad:
\Testern Europe represents 40 percent of box-office revenues, while the
United States alone accounts for z6 percent, followed by Germany and

Japan with 16 percent, and Italy at ro percenr. Concurrently, the
market share for French films abroad is tegularly projected at around
three ro four percenr, an apparently inconsequential stature which,
nevertbeless, still places France as the number-two film producer be-

hind the United States. Foreign-language films inevitably face an ad-

ditional challenge before distribution in the American marker, namely,
Ianguage subtitles. Because of rhe general reluctance among the aver-

age American audiences ro view subtitled films over English movies,
the perspective of commercial sLrccess in dre US market is limited
(in addition to the constraint of any commercial representation out-
side Europe).

Toward which future is French cinema moving? Unlike rnost French
filmmakers, Jean-Jacques Annaud defends the future relationship be-
tween lilms and cultural identitv'
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TABLE 6: MAIN MARKETS FOR FRENCH FILMS (MILLION
FRANCS)

r99o r99r 1992 1993 1994 r99j ry96 ry91 rgga 1999

JaFan
Germanl'
Itaiy
United Kingdom
Spain
Belgiun

Netberlands
Toral (main markecs)

4 , -  z 6
2 :  3 r
ir9
2 5  3 1
r 8  r r

1 3

1 2
2 5 r  2 r t

t I

3l
8o
t2
9

3-1
2 )

4
5
t

r 5

)
229

61
4t
l r
r 8
r4

t 9

3

4
259

1 r

5 6
z 6

9
r4
2 1

J

Today's cinema is a global art form, it is impossible to make movies for
a market the size oF France, represenfing no mote than four percent of
the world's total. rvhen Americans shoot movies, they aim at rhe entire
planet. When the French make movies, they aim at Paris. I think that
it is abour time we sropped puting litle llags on movies. \(/hen you
create a movie, you create something in your image.t

This assertion, despite being in the minoriry among French film-
makers, confirms the infernational image that French cinema has em-
bodied through its one hundred years. If it is true rhat many French
directors and animators have gone abroad, especially ro Hollywood
(]ean-Jacques Annaud, Luc Besson, Claude Aurant-Lara, Jean Rencrir,
Maurice Tourneur, and Julien Duvivier, among others), many foreign
afiists have been able ro profitably urilize the comperem, professional,
and rather unique modus operandi io France, Traditionally, France has
fostered many foreign filmmakers. Cad Dreyer, Luis Buduel, Robert
Altman, Marco Ferreri, Volker Schlijndorff, Ettore Scola, Nagisa Osh-
ima, and rl(im l7enders, among othe$, have expressed a preference
for French rnodalities of Froduction and the French crearive system of
subsidies and co-productions that have been perfected over the years.
This tradition began in the silenr era of the rgzos when Russian
immigrants (Ladislav Starevitch, Victor Tourjanski, Ivan Mos joukine,
and Nathalie lissenko) became famous among French audiences. ALong
with them, Carl Dreyer came from Denmark to shoot 7/e Patsion of

Joan af Arc (r9:8). In the lare r92os, Luis Buduel directed such
coproductions as An Andalusian Dog ar\d. Tbe Galden Age.In the r95os,
and after a long absence abroad, Buiuel returned to Ftance wrth Tbe
Diary of a Cbambetwaid (Le jturnal clane fenme de cbambre, 1963), wirh

Jeanne Moreau; ald, Belle cle jour. Like many aftists of his time,

a6 1-4 zr  168
.$ rc8 1z 68

4l l  roo 5a 73
)4 69 15 lo

t t 3 t c 2 3
2 5  4 2  l o  5 r
2 8  2 3  j 8  z 6

1 2 1  1 1 4
2 2 t 4 1 4

3 l t r 7
zz6 626 248 49o

69
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Tabie 7: MAIN FOREIGN PARTNERS IN FRENCH
COPRODUCTIONS (NUMBER OF FILMS)

r997 r998 r999

German-born Max Ophuls chose to live in France in the early r93os

and directed movies such as La ronde and Lala Montis (Lola Manth,

r9j5)- Still atrracting foreign artisrs and lilm professionals, French

cinema of rhe r97os welcomed new Polish directors such as Roman

Polanski, Andrzej Zulawski, and Walerian Borowczyk. and more te-

cently Krzysztof Kieslowski, with his famous trilogy Ttoit cttuleurs: Bleu
(t993), Blanc (1594), and Rauge (r994)i

As the second-largest expofier of feature 6lms after the United

States, France, as noted, has become the preeminent producer of Euro-

pean cinema. Throughout the r99os, Frerch productions only initiared

thek commercial ope:.ation once set uP on the distriburion market

abroad, where French films have regulady attracted a broader world-

wide audience. This growth was facilirated by the creation in Novem-

ber 1989 of the Sarasota Film Festival, which besides screening, in

competition, French movies to the American public, also gathers

French lilm directors along with American distributors. Every year,

several Frencb films are able to cross the Atlantic and make profitable

revenues at rhe box of6ce: Rappeneau's Cyrana de Bergerat ($r5 mil-

Iion), Annaud's Tbe Louer (L'amant, :19921 $4.9 million), R€gis rVarg-

nier's Indochine Undacbine, r992; $5.7 milion), and Jean-Pierre Jeunet's
Amilie (Le fabuhux destin d Amdlie Pc,ulaix, zoor).

Perhaps one of the most successfi and regular fepresentatives of

French cinema abroad (although far from reptesenting its "Frenchness")

is Luc Besson (b. rgig). Alon9 with leos Carax and earlierJean-Jacques
Beineix, Besson is considered one of the key propagators for the emer-

gence of the cindma du looh of the late r98os and eady r99os. In r99o

La Fenme Nibta, staring Anne Parillaud, presented new possibilities

for French action movies, which were usually behind the fast pace of

Hollywood productions. \(arner Bros. bought the rights and assigned

direction of the American temalce to filmmaker lohn Badham as Point

Sp-n
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af No Rentn (1993), which starred Bridget Fonda. In 1994, Besson
directed Tbe Profestional (Ldon, r 994) in New York, with the emerging
star of French cinema of the r 99os, Jean R6no. This story of a hit man
who befriends a little girl made $zo million in three weeks and
altogether tallied more than $32 million at the American box office.

Acclaimed by inrernational commenraton and film historians, and
screened at countless international film festivals throushout the second
part of the r99os, French films seem to hu-,e .ecapr.,.ed che powetful
spirit of the times-somehow lost in the early r98os plus the favor
of audiences and, mote importantly fiom a financial point of view, the
cuttinS edge on a faster-paced-motion-picrure market. This thriving
spirit and achievement, both in France and in the United States, can
best be seen in the broad variety of genres offered to an evermore
diverse and seemingly fragmented public, from comedies (Tbe Dixner
Gane), to flamboyant dramas (C1uno de Bagerac, Nicole Garcia's P/ace
Vendlne), to film noir and acrion pictures (Besson's The A4esteuger,
Annaud's Enenry at tlre Gater).

Despite rhe apparent omnipresent Americanization of the
international-movie scene, Irench cinema cleady remains an industry
for which the rules and regulations are radically different. Because of
the customs and tastes of its audiences. French cioema is still consid-
ered a singular catalyst of cultural messages. For the French public,
cinema, above all, is an art, and its most important mission, despice
the pace of technology and orher trends, is to remain creative and
cukurally relevant.

French cinema finished the lirst year of the new millennium-and
the start of its third century-in a healthy position, encouraged by
higher box-office revenues in the United States, as the following reve-
nues (in mill ion francs) i l lustrate: jo (r99), j3 ft9g6), r84 (rgq;),

fi (1998), and t9z (1999). NTith such an internarional aura, it is no
surprise to see many American producers and scriptwriters looking for
new inspiration from already accomplished and guaranteed European
successes. Considered more a commercial product, the "author" of
which is the producer (certainly ar the opposite end from the scrrpr-
wrirer ot €ven the direcror), American cinema finances each year,
morivated by pure cornmercial logic, a certain number of remakes, and
in particular French remakes such as Dinter For Scbmsck (:ooz) afrer
Francis Veber's The Dinner Game (Le diner rle con, 1997); Jean-Marie
Poir6's Just Vithing (zoot), afrer his own Tbe Visitart (Let 

"-iitears,
r99a)t Iv.rn Reirman's Father't Day (r9g7), after Yeber's Let compires
(rg8+); John Pasquin's Jaxgle 2 J ngle (t99j), after Hervd Palud's Uz
Inliex d,zns la lle (1994); f)onals Petri's Tbe Atsociate (1996:), ^frer
Ren6 Gainville's L'at:oci6 (t979)1 Jeremiah Chechik's Diabalique
(1996), afrer Henri-Georges Clouzot's Let dial,oliques (1954); Mike
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Nichols's The Birdcage (t9cS6), after Edouard Molinaro's La cage aux

folh (rgl8); Chris Colombus's Nine Manths (1995), after Patrick Bra-
oud6's Neuf mois ( r 994); James Cameron's True Liet (t994), after Zicli's
Ld tatdle (rg9r); John Badham's Pzint af N0 Return (t993), after Bes-
son's Nihita (rc;go); Jon Arniel's Sommersby (r9cS4), after Daniel Vigae s
Le retour de Nartin Guere (r98u ); Leonard Nimoy's TDree Men and a
Bafu (ry81), after Coline Serreau's Zrol bomnzet et an caaffn (t985);

Blake Edwards's Tbe Man \Vbo Lwed rlhmen (tc183), after Truffaut's
L'honme qui aimait les fenmes (t917); Jim McBride's Breathler (t983),

after Jean-Luc Godard's A boxt tle nuffe (t96o); Bob Rafelson's Zbe
Pavrnan Alway Rinp Twice (r98r) and Tay Garnett's Tlte Postman
Alwayt Ring Twice ft946), after Pierre Chenal's le clernier tournant
(1939); Otro Preminger's Tbe Thirteentb Letter (t95r), after Henl-
Georges Clouzot's Le corbeaa (ry+); and Anatole Litvak's The Lcng
Night (ry41), after Marcel Carn6's k jour se liie (t919).

NE\7 ARTISTS, NETT CRXATORS: JEAN-PIERRE
JIUNET AND MARC CARO

Two of the most stylish, outlandishly original French Iilmmakers of
the decade, endowed with an entirely original inspiration, Jean-Pierre
Jeunet (b. I9t 5) and Marc Cato (b. ry16), stand as seminal figures in
French cinema history for the scope and artistic vision of their produc-
tions. During the r98os, both artisrs began their careers in music
videos and animated shotts like Le Manige (r98o), only to rapidly
make their mark on international filmmaking. By creating elatorate
storyboards, including unique futuristic fantasies, and balancing sim-
ple and likable characters with ingenious special effects, rhe work of

Jeunet and Caro resulted in a style that will not likely soon be sut-
passed or even well-imitated. Their films are an inspiring series of
visual effecrs blended with Orwellian paranoia, then embedded within
production designs seemingly pieced together from the shared dreams
of Franz Kafl<a. Jeunet's Things I Like, Thingt I Don't Like (Foutaiter,

1989) won the C6sar for Besr Short Film Fiction in t99o. Delicatasen
(Delicatessen, r99r) was Jeunet and Caro's first full-length feature (Jeu-
net directed, while Caro controlled the visuals and rhe design produc-
tion). The lilm earned numerous awards in rgqr: C6sars for Best
Editing (Herv6 Schneid), Best First Film (Marc Caro and Jean-Prerre
Jeunet), Best Original Screenplay (Gilles Adrien, Jean-Pierre Jeunet,
and Marc Caro), and Best Production Design (Jean-Philippe Carp and
Kreka Kljakovic).

The story of Deliclztuvr comes straight out of a Gothic comic book
and uses camoon-style visual design. Bur with Caro and Jeuner, the
story becomes eccentrically original. Gilles Adrien led the plot and the
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characterization of the protagonists: an imaginary journey to the edge
of sanity, questioning the nature of human identiry. In a possibly
ahernate r95os, postapocalyptic-imaginary time, the people of a small
town have rurned to cannibalism to survive. A malevolent butcher
named Clapet (Jean-Claude Dreyfus) secretly kills unsuspecting ten-
ants, and serves the meat to supplement the lentils that have taken
over as hard currency in the famished town. The butcher's ritual is to
hire a new maintenance worker, kill him, and sell the meat to the
renants of the decadent apartmenr building he owns. The sinister
edifice is filled with the ptesence of eccentric chatacters, including
Monsieur Potin, who lives in a cellar filled with water frogs and snails,
and Madame Intedigator, a woman who is constantly and unsuccess-
fully committing suicide. One day, the butcherJandlord hires Louison
(Dominique Pinon), an unemployed clown grieving over the death of
his monkey (a chimpanzee named Dr. Livingstone, who has recently
been devoured by famished circus spectators), who will work as a
repairman in exchange for room and board. But the butcher has grisly
plans for him, and of course rhe real reason for his employment is to
eliminate him. In the mearlrime, louison befriends Julie (Marie-Laure

Dougnac), the butcher's nearsighred daughter and the only character
who remains unrouched by the omnipresent carnivore frenzy. She falls
in love with him and tries ro save her new lover from his horrific fate.
Their grotesque and unsophisticated romance offe$ an interval of
rationaliry and optimism from the many dark themes of the film.
Determined to 6ll his empty shelves with fteshly butchered clown
parts, the butcher plans to kill Louison the next night. To save him,

Julie must seek the l.relp of the Troglodytes, a rebellious group of
vegetarians who live underground and circulate through the endless
sewage network. At first, they ate reluctant to help her, anticipating
an ambush, but she persuades them by revealing the existence of an
astronomic amounr of Ientils in her father's cellar. The Troglodytes
plan their collective assault the same night that the butcher has de-
cided ro kill the unsuspecting Louison. Following a climactic tescue,
the butcher is killed and a normal life begins anew.

The nightmarish atmosphere was well suited to the story, immers-
ing the audience in the same sense of paranoia that recalls the visceral
power of Terry Gilliam's Brazil (1981). Despite dealing with the
unsettling subject of cannibalixn, Delicatesex is poised between farce
and horror. With an invading and almost ominous presence, borrowed
from the poetic realism of the prer.ar era, the repr€sentation of a
postapocalyptic nightmare was viewed as a surreal black comedy too
dark for mainstream audiences in the United States. Caro and Jeunet
fashioned an exceptionally detailed wodd, as the film seemed borh
high-tech and curiously quaint. The technique had the ability to turn



Jean-Pierre Jeunet afld Marc Caro's Ci1 of Lost ChiLfun (La citl d$ e Jantr lerd/lt,
r994), (Courcesy BIFI).

Judirh Vitret (Miette) and Ron Perlmari (One) in Jean-Pierre Jeunet and Matc

C^to's C;t! ai Lart Children (La citi des enfantr lerdu5, 1994), (Covrtesy BIFI).
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cin€matographic preconceptions around: shocking and ominous visual
predicaments are comical, and amusing witticisms become alarming.
NTirh subjective and imaginarive viewpoints, Delicatessen appeared as if
its narratives had concealed explanations, which, while they may be
parr of a futuristic universe, fit into the framework of conventional
lineat narrative. Scripted by noted comic book writer Gilles Adrien,
the film was rife with comic devotion to a series of vignettes about
minor characters. According to lilm historian Susan Hayward, Caro
and -Jeunet succeeded in the difficult task of bringing innovation to
the comedy genre: "'What is significant is thar the renewal is being
attempted in comedy, the most conservative of all genres.''e

Thanks to Darius Khondji's impressive camera skills, the lilm was

Farticularly noteworthy on a visual level, with many pictorial land-
scapes bursting with vibrant colors (e.9., series ofgray hues among the
claustrophobic urban sprawl). Nor only does the apartment building
feel oppressive to a Kafkaesque degree, but every indoor set created a
claustrophobic sensation, enough to evoke the feeling of being trapped
in a universe where death is literally the only escape. Delicatetsen s a.
srory of originaLity and creativity that effortlessly blends special effects.
Many observers considered the innovation a type of cinematographic
challenge that clevedy manipulated acrion and special effects insread
of being controlled by them. Among the most memorable cinematic
ventures of the r99os, wirh its complex camera movemenrs and shors,
Delicatesen used a deliberate technique designed to unsettle the audi-
ence, making it difftcuLt to krelieve what any protagonist said or
thought. But what makes the film seminal is not only its look and
artistic vision, bur also its hypnotic, haunting, and dark photography,
which constantly evokes new angles and strange developments. The
film was framed in disquieting moments that seemed strangely con-
temporary, and simultaneously conveyed a fi,rturistic science-fiction
noir quality, which transported the viewer beyond conventional
spheres of imagination.

The filmmakers' next assignment, Tbe City of Lost Children (.La citi
des enfant perdar. r994), was once again sheer imaginative creation, full
of visual wonders, this time capruring the magic of Georges M6lids's
Trip to the ALaon: datk phantasmagoria combined with hallucinatory
nightmares and striking imagery also reminiscent of Gustave Dor6 s
illusrrations. Their artistic inspiration-rhe adverrising industry for

Jeunet and comics for Caro-appeared to be firmly rooted in so-called
underground comix, whose characrers come to life by the unique use
of wide angles, mobile frames, and fantastic visual effects with com-
purer imagery. Tbe City of Lax Cbild.rcn resowrcef:ully assumes a life and
a flow' of its own. Screened as the Grand Opening Night picture at rhe
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1995 Cannes Film Festival, City of Last Chilfuen was nominated for
several awards, including the Palme d'or.

\fith a screenplay by Gilles Adrien, Jean-Pierre Jeunet, and Guil-
laume Laurant, this futuristic tale transports the spectatof to an un-
identified seaport, a syn.heric but stylized wodd devoid of adulrs
where young orphans mysteriously disappear,'When captured, the
unfortunate children are sent to an abandoned offshore oil rig, erected
on stilts in the middle of the sea and prorected by counrless submerged
mines. The mastermind is a prematurely aging scienrist, named Krank
(Daniel Emilfork),'" who, tormented by having lost the ability co
dream, has invented a device to steal children's dreams through a
thought-transfer apparatus. Krank, which means "ill" in German, di-
rects the sysrematic kidnapping by conrracting a crew of blind fanarics,
known as rhe Cyclopes, in order ro capture young children from the
nearby harbor town. Once brought onto rhe sea platform, the scientrst
ties each child in sleeping sarcophagi, wires them to download their
dreams, then invades these litt le internees'mind. Litt le does Krank
know rhar altering children's dreams will nor provide him with the
answers for which he so desperately searches. The experiment continues
to fail as the children's slumber is invaded by unpleasant nightmares.
Convinced of the existence of a psychologically poised child rvho is not
afraid of him, the mad scientist continues to exploit more and more
children with the help of his brutish henchmen. One day, Denr6e
(]oseph Lucien), a three-year-old orphan adopted by a circus strongman
named One (Ron Perlman)," is kidnapped by rhe Cyclopes, who
organize the trade wirh Krank. Desperately searching for his adopted
brother, One eventually discovers a sinister orphanage held by rhe
tyrannical Siamese-trvin sisters Zette and Line (Geneviive Brunet and
Odile Maller), a.k.a. la Pieut"re (the Octopus). In order to be sheltered,
the children are taught rhe art of robbing and become pilfering srreet
urchins. Precocious nine-year-old Miette (Judith Vittet), rhe oldest
girl of the orphan gang, undersrands One's tragedy and decides to
assist him in his doomed quest. One night, as they discover the
location of rhe rrade berween rbe Cyclopes and Krank's accomplices,
they arrempr to intervene, but to no avail, Captured, they are imme-
diately sent to death. Their bands and feet tied, they are pushed inro
the canal. As they both fall into the water, One is rescued by Marcello
(Jean-Claude Dreyfus), a circus directot who once owned the Siamese
sisters as a popclat attracrion. Gutsy lide Miere's destiny is also
providential when a lonely deep-sea diver (Dominique Pinon) rescues
her in the murky waters of the harbor. He was once a scientisr himself
working for Krank, but rvas chased off the platform. Bur the malevo-
lent sisters are still after One and Miette. Usins a sinister device. a flea
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carrying Foison that ultimately develops aggressivity within its victim,
rhey achieve their goal by having One turn against Miette. Just as One
is about ro strangle her to death, a colliding boat comes into the port
and pushes them into rhe water. Marcello, who had planned to ehmr-
nate the tyrannical sisters years ago, arrives in rime to send anorher
deadly llea, this time contaminating the sisters themselves and even-
tually forcing them ro kill each orher. After discovering the existence
of the platform at sea, Miette and One embark on a barge to discover
its location. Krank's lieutenants, six genetically engineered clones (all
played by Domioique Pinon), quarrel among themselves abour which
among rhe group is rhe "original.'' Irvin (voiced by Jean-Louis Trintig-
nant), Krank's philosophical brother, who subsists as a submersed
disembodied brain in an aquarium with a Iens for sight and a Sramo-
phone for hearing, is the only wise individual on the platform. As One
and Miette arive, they successfully oursmart the team of clones and
find Denr6e asleep and connected ro the diabolical machine. For
Mieme, rhe real challenge begins. To save Denrde, she must penetrate
Krank's dream, 6ght against his will, age prematurely (while sending
him back to childhood), and bring Denr€e back to reality. The nature
of the nightmare is too strong for Krank, who dies of a heaff attack.
Thanks to the deep-sea divsl-1hs authentic "original"-Krank's em-
pire is destroyed and all the children are liberated.

ln the City of Lot Cbildrm, the oneiric reFresentation is deliberately
related through the icons of childhood, bliss, and Furity, which ex-
plains the teason why rhe evil scientist's elaborate scheme focuses on
young, unspoiled children (e.g-, rhe opening scene representing the
"ominous" arrival of seveml Santa Clauses through the chimney bring-
ing toys). As true visionaries, Jeunet and Caro, who conceived the film
some fourteen years before, achieved one of the most audacious and
original 6lms of the decade. The eerie grandeur of this film, in addition
to the countless dazzling special effects designed to overwhelm audi-
ences, relied on the awareness of imagination and of the importance of
prorecting a child's faculty to dream. Mythic childhood innocence is
also tepresented as rhe narrative's emorional focal point-rhe poignant
sentimenral rapport of One and Miette. Assisted by careful lighting
and framing, Miette's ing6nue personage displayed an almost adult
performance with a rouching cynical facade to conceal her solitude.
Although elaborated with thoughtfulness and unadulterated feeLng,
the team of One and Miette share a minimal but clearly ephemeral
erotic attraction. The character of Miette even sees in One and Denrde
an opporrunity for the traditional family she has never experienced,
but throughout the narralive the ambiguities of this relationship never
draw near the sordid or Derverse.

FRENCH CINEMA
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Tbe Chy af Last Cbildren is both intuitive and cerebral, and irs lucid

story line is backed by a series of stunning sets and special effects. The

imaginative set construction of the Studios de France" (supervised by

designer Jean Rabasse,'r who won the C6sar for Best Production De-

sign in 1995) corresponded to a dark confrgutation that visually bor-
rowed Jules Verne's turn-of-the-century illusrrations. Caro s

Surrealistic art direcrion and production designs can be experienced as

excursions into a hypnotic world with illusory colors that are highly
reminiscent of Verne's representations of fantastic underwodds as well
as Marcel Carn6's atmosphere in Port of Shaduts. Jean-Marie VivEs's
contributions for the peinturcs rumlriqueslmatte paintings (the first dig-
ital matte paintings in France) offered a seamless rransition between
matte painting and set, and a subtle combination of real characters,
model, and marte painting. This expensive high-tech production (r u o

million francs and one gigantic set mainly made of styrofoam), using
more special effecrs than any other films at that time, was a rarity and

really a world of its own. \(hereas the 6lm manages to strike a perfect

balance between dreamlike Surrealism and real-world reference poinrs,

the unconventional camera angles and wide-angle lenses in a sense call
to mind a wide-eyed child's innocuous way of looking at life. Dalus
Khondji's cinematography and dark fantasy (Seuen, Erita, The Belzcb,

Stealing Be'zutl created a gloomy world by assembling his most salient
visuals on top of one another in shot-by-shot editing (Herv€ Schneid),
thereby magnifying the scope of the nightmarish view of this post-
apocalyptic world.

Ifith a big budget for a European frlm, the movie included an

impressive series of "numeric" special effects'a (4o,ooo digitalized im-

ages, 17 minutes of special effects, orchestrated tn r44 sequences out

of the 8oo included in the 6nal version of the film), as well as technical
innovations like the frrst use of accelerated and slowed-down speed in
the same take. The post-production technique known as "warping"

made the opening and final dream sequences intriguingly Surreal com-
pared to conventional representations. The drearn sequences were artrs-
tically well inspired and developed gradually darker in tone as the plot
progressed. The inventjve editing changed speed during the same
shot-rnotion control process; at the same time, the music and voices
slowed independently from the images (e.g., in the final-dream se-
quence). Another feature of the film was the fine use of inagu de
rlnthil (dLgiral-image system; e.g., the flea shot with a sready cam; rhe
metamorphoses occurring between Miette and Krank in the dream
sequence, forty-eight sequences representing ten months' work), under
the supervision of Pierre Buffin and his unit known as Buf Compagnie.
In addition, the digital special effects of Prtof (Let ui:inurs, Alien IV,
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The Messenger: Tbe Story ofJoan af Arc. Vidocq), who the previous year
had done the special effects for Michel Blanc's comedy Dead Tired
(Grute fatigue), proved influential for the rest of rhe decade. The cos-
tumes by Jean-Paul Gaultier (Luc Besson's The Fiftb Eletnext) generated
a teal sense of childishlimpertinence within this eccentric humanity.
The richly atmospheric music of Angelo Badalamenti (The Beach, The
Staight Story, Tuin Peakt) triggered inrense and utrerly Surreal emo-
tions- Far trom being an experimental film (despite its radically differ-
ent artistic approach relating dreams to creativiry), Tbe City of Lo:t
Cbildren followed a rather conventional narrative format. Althouch roo
pessimistic for the general public, and unforruoately o[r"r, -iscon-
strued as a picture for children due its fairy-tale quality, the final
message of the film reminded audiences of the dreadful prospect of
losing one's imagination, encouraging individuals to protect idealism
and creativity. More of a fanrasy than a macabre comedy, City af Lost
Cbildren drd not hit big at the American box office as general audiences
most likely aspired to see a little more "light at the end of the tunnel."

A couple of years later, following the completion of Alien: Resurrec-
tizfl, rn rg97, Je\tnet's career took a new turn with Anilie, an "aurhen-
tic'' fairy tale "made in Montmartre,'' which was released in France on
April 25, zoor, and in the United Srates on November 4 of the same
year. Its release appeared to be much more than jusr a commercial
blockbuster but an authentic p/4nomine de saciiti. The poetry and sarire
that had been missing from French film during the lasr part of the
r99os returned to the screen with this feel-good movie, much lighter
and more engaging than Delicatesen or The City of Lox Cbildren. Jeu-
ner's decision to return to France after a relatively successful Holly-
wood experience can be compared ro the so-called French cultural
exception, as Le faltuleax destin d'Arnflie Poulain is another compelling
reminder of the comparative stfength and virality of contemporary
French cinema-'5 Amdlie echoed the trend in increased atrendance lig-
ures for French producrions, which at the time grew by z4 percent
when compared with the previous year, and French films linally sur-
passed the 50 percent market share.'6 Despite its rather small budget
(76 million francs, one-tenth that of Alien 1I/), rhe rights of An4lie
were rapidly sold in forty counrries.'r

During an austere childhood, young Am6lie witnesses many strang€
episodes that forever shape her personality. Borh of her parents are
avefse to outward signs of emotion, and Am6lie endures difficult hours.
Her goldfish, unsuccessfully and repeatedly attempting suicide, is 6-
nally released in a municipal fountain. Am€lie's neurotic morhert
Amandine, who had educated her at home, is accidentally killed on
the front steps of Notre Dame when Am6lie is eight. Her nonchalant
.nd unemoriona.l father, Raphael (Rufus),'* a family doctor, secludes



Audrey Taurou (Am6lie) in Jear Pierre Jeunet's Anllie {.Le fabuleux datin d Andlie

Paalain, zcor), (Covtesy of Victoires Produftions/Ucc).

Mathieu Kassovitz (Nino) and Audrey Tautou (AmEIie) in Jean-Pierre Jeuners
Anilie (Le fafuleux dettin d'Amdlie Poalain, zoor), (Courtesy ofVictoires Productioos/
ucc).
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himself and devotes his affection to a garden gnome, repainting it
endlessly- He rarely communicates with his daughter except via steth-
oscope while conducting medical check-ups. He evenrually misdiag-
noses her condition and believes that her heart bears faster in these
unusual moments of physical contact. Unfortunately for Am6lie (Flora

Guiet), the only treatment her farher can think of is ro be con6ned at
home, and the little gid grows up without playmates and in a wodd
of her own colorful dreams. Once disallowed any emotional and phys-
ical contact rvith children her age, Am6lie begins to compensate with
her fertile imagination.

The film moves to an adult Am6lie (Audrey Tautou),'e who lives on
her own in Paris and works as a waitress in a bar in the Montmarrre
district." Shy by nature, and a troublesome ingenue, Amdlie nurtures
a unique penchant for the small pleasures of life. She loves to dig her
hand deep into a bagful of beans, break rhe crust of crime br0l€e with
the back of a spoon, and compulsively collect stones to skim off the
canal Saint-Martin. The young woman continues to develop an uncon-
ditional tasre for imaginative romance. In conclusion, she lives her Iife
within her daydreams while discovering the wonders of humanitatian-
ism. Am€lie, with her girl-next-door looks, is depicted as an extraor-
dinary being wirh a mind of her own concealed in an imaginary
univ€tse.

As rhe story unfolds, the heroine becomes conscious that the shorter
path to happiness entails taking her desriny into her own hands by
reaching out to others. One of Am6lie's greatest gifts is her ability to
observe the people of Montmartre around her. She has not been cor-
rupted by bliss, nor compromised by desire. One day, stunned by the
news of Princess Diana's death, Am6lie inadvertently drops a bottle
and, stooping down, discovers a tin box of old toys behind the bath-
room wall in her apartment. She makes up her mind and decides to
return it to the now-grown owner, Dominique Bretodeau (Maurice
Benichou), to whom it once belonged. After tracking him down,
Amdlie is able to offer him one of life's greatest sensations: an rm-
prompru vision of one's childhood rreasures.

Proud of her success, the new nzarchande de banbeur, decides to turn
her kindness toward the people around her. She begins with the janrtor
of her building, Madeleine !Tallace (Yolande Moreau), an inconsolable
widow abandoned by her husband. Am€lie is fond of Lucien (famel
Debbouze), a young produce grocer at the fruit stand called March6 de
la Butte, and the way he delicately hands the endives to customers: his
own way of expressing his love for his job. Because he is relentlessly
patronized by his tyrannical boss (Urbain Cancelier)," she decides to
help him out. Am6lie also looks after Raymond Dufayel (Serge Mer-
lin)," an aging artist whose frail bones have compelled him to live in

IRENCH CINEMA
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an entifely padded apartment for rhe past twenty years. His only
pasrime is to paint a copy of Renoir's Le dejeaner d'es cannatiers every
year. Despite his unfriendly appeamnce, he quickly becomes her men-
tor and guardian angel. At the Caf6-Tabac des Deux Moulins, Am6lie

succeeds in setting up two lonely people, Georgette (Isabelle Nanry),'1
an employee of the establishment and entertaining hypochondriac, and

Joseph (Dominique Pinon),'a a bitter customer in search of black
humor. Am6lie's endeavors are finally rewarded by a providential en-
counter in a subway station with Nino Quincampoix (Mathieu Kassov-
itz)," a secluded sex-shop salesperson and recteational spook-show
ghost at the Foire du Trdne who collects discarded photo-booth pic-
tures all over Paris. Because she suddenly recognizes him as a kindred
soul, she begins ro search for him. Her timidity compels her to stay
hidden, and only the firm admonition of Raymond will convince her
to step forward.

Jeunet's plot and characterization of the proragonists are enrirely

original and inspired from the insight that inhabits his own fruitful

mind. I7hat is cutting edge in his filmmaking? How can one consider

Jeunet's concept of mise en scbne num6rique groundbreaking? He
fashions a detailed wodd, and the film seems both high-tech and
curiously quaint. \Cith its subjective and imaginative persPectives,
Andlie looks as if its narratives have concealed explanations, which,
while they may be a part of reality, do not quite fit wirhin the
framework of a conventional linear narrative. It effortlessly blends
special effects and traditional cinematography. Far from being a purely

experimental film (despite its radically different artistic approach relat-

ing dreams to creativity)) the movie presents, in many ways rhrough
its nonlinear plot, a rather mesmerizing and eccentric woddview.'6
The central asset of this self-indulgent Montmartre fairy tale, light
years away from the universe of their previous independent experi-
ments, is that the scenario writers Guillaume Laurant and Jean-Pierre
Jeuner v'ere able to insert an idea behind each shot and sequence (e g.,
the recufrence of inventories, Pr6vert style, and an extr€me sense of
detail for the sad and the absurd). More of a fantasy than a comedy,
An4lie hit the French box office (more than eight million tickets sold)
just at the moment French audiences were thirsting for, and finally
ready to see, more uplifting pictures. The lilm garnered five Academy
Award nominations, including Best Foreign Film.

Jeunet's first three feature films were shot exclusively in the studio,
which allowed him to exert absolute artistic control over the direction
as well as the special effecs. Wirh Amdlie, however, he went outside
the studio to shoot in an all-zinc and marble caf6 of Montmartre, the

Caf6 des Deux Moulins, an authentic Parisian caf6, which is now an

authentic landmark among filmgoers. The Caf6 des Deux Moulins, one
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of eighty Paris locations in the movie, reveals a new facer ofJeuner's
aesthetic. In an interview with Jean-Marc Lalanne and Didier P6ron,'

Jeunet conGsses his passion for the look of the r94os: IJn ruicro-ondet
aujc,urd h , c'est mains beau qu'uxe tlld des annies 4o! (A modern-day
microwave oven is not as nice as a television set from rhe r94os!)
Passionate about the Paris of the r94os and t95os, Jean-Pierre Jeunet
emphasized the scarce presence of automobiles in his outdoor shorts in
the streers of Paris, without rhe so-called mobilier urbain and graphics
of rhe r99os. Jeunet's work is a blend of national nostalgia, of a
postcard-Paris reminiscent of Robert Doisneau's work, combined rvith
marvelous post-ptoduction special effects. These special effects are the
work of Alain Carsoux and Thomas Duval of the Duboi Company, the
team responsible for more than r5o digital special effects (also in
Pitof's Yidtufl. On the set, special effects were achieved by Yves
Domenjoud of the Soci6t6 des Versail lais.

Working independently of Marc Caro, Jeunet was able to exploit
his sensitive and sentimental side, rather than being influenced by
Caro's typically artistic gloom (claustrophobic apartmenr, rundown
building, disquieting underground paths). Amy'lie is the lirst film to
present a realistic universe far from Delicatere4 Ihe City af Lost
Childten, or even Alien IV. despite the numerous insrances of intertext
sequences with the frrsr two films (the squeaking of the box springs;
the teddy bear left or-rtside rhe home).

THE EPICS: nrClS WanCNIER AND CLAUDE BERRI

According to the artisric ambience of each decade or era, certain genres
or cinemarographic themes suddenly disappear from the screen only to
reemerge when there seems to be a new public appeal or when artrstrc
circumstances permit or sponsor their resumption. This is very true of
epic productions, which became popular again in the early r99os,
especially those that dealt with the suddenly fashionable ropic of the
old French-colonial empire. One such lllm, P.6.gis Vargnier's lndachine
(Indochine, r99z), was a $zo million epic, a huge budget for a non-
Holll.wood frlm. Indochine opened in France on April r5, tg9z, and,
premiired in the United States on Christmas Day of the same year.
For French ctnema, r99z saw a return to rhe colonial period in irs
themes as several major films took a rerrospective look at the country s
colonial legacy in Southeast Asia, the orhers being Jean-Jacques An-
naud's Tbe Lauer (L'amant\'8 and Pierre Schoendoerffer's Diln-BiAn-Phu
(Di0n-Biln-Pha). Ar the r99z Academy Awards, Inclachiae came away
with the Oscar for Best Foreign Film, as well as a nomination for Best
Actress (Catherine Deneuve). k also won for Best Foreign Language
Film at the 1993 British Academy Awards. At the r99z C€sars,
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Ixdocbine was the recipient of an avalanche of awards: Best Actress
(Catherine Deneuve), Best Cinematography (Frangois Catonn6), Best
Production Design (Jacques Bufnoir), Best Sound (Dominique Henne-
quin, Guillaume Sciama), and Best Supporting Actress (Dominique
Blanc). Director Rdgis \(argnier, who began his career as second-unit
director and assistant director for 6lms such as Patrice Leconte's Viezs
cbez moi, j'habite cbez une cop)w (r98r) and Alexandre Arcady's Le graxtl
pardax (t98t), had his first and greatest success with Indochiae. He
became a celebrated international hlmmaker overnight. His credits
also include A French Varuan (Uxe femwe frangaitc, r99t), again starring
Catherine Deneuve, and East-\Yest (Ev-r,uest. 1999), with Sandrine
Bonna ire and Crrherine l)eneuve.

Set in r93os French Indochina and picturing the last twenty years
of French presence, Indtcbine opew as a recollection with a voice-over
narration by Deneuve that tells the story of Eliane Devries (a tailor-
made role for the actress), a single woman who manages a prolirable
rubber plantation. Camille (Linh Dan Phan), her adopted Viernamese
daughter, an Annam princess educated in French schools, is her only
joy in life. Vhile facing the rising tide of nationalistic sentiment,
Eliane is able to survive thanks to the assistance ofher longtime friend,
Guy Asselin {ean Yanne), the Saigon chief of police. Mother and
daughter are inseparable until their semipeacefiil existence is suddenly
altered by rhe arrival of a dashing young naval officer, Jean-Baptiste
Le Guen (Vincent P6rez). Eliane's conservative outside appearance con-
founds her own passion, which becomes evident rvhen Jean-Baptisce
enters her life for a brief romance. Eliane falls for him in spite of
herself. Her daughter, Camille, later falls in love with him too. Believ-
ing that she is acring in her daughter's own good, Eliane manages
through her connections to have Jean-Bapriste reprimanded for his
behavior, at an upper-class gath€ring, by having him reassigned to a
faraway outpost on che Island of the Dragon. But Eliane misjudges
Camille's tenacity. Although betrothed since birth to her cousin Tanh
(Eric Nguyen), the young woman is still in love with Jean-Baptisre
and flees the comfort of her dwelling in search of the man she loves.
During her perilous expedition, Camille, who undertakes a strenuous
journey, learns immensely about Indochina and realizes the true depth
of misery among her people. She eventually ends up in the camp where

Jean-Baptiste was assigned.
The pace of the story suddenly picks up as the film shows how the

French army organized the slave trade, separating families and keeping
the population in fear. Outraged, Camille kills an officer in charge of
the slave traflic. Jean-Baptisre immediately decides to desert the navy
in order to protect her. For years both flee through the wilderness of
Indochina, seeking refuge from the armed forces that still want to
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entangle them. As they hide during the day with a traveling-theatrical
group, Camille gives birth to their son, Etienne. Their run comes to
an abrupt end when the army captures the baby and the father, sending
Camille to prison. Eliane is able to get the child back and rears him
after the sudden, mysterious death of Jean-Baptisre. In 1936, Camille
is released from the penitentiary of Poulo-Condor, where she was
imprisoned, bur despite the comforting presence of her mother at the
door, she decides to join the resistance against the French-colonial
power. Eighteen years later, in Geneva, Eliane has just Enished her
story to Etienne. She reveals to him that among the Communist
Viernamese delegarion is his mother, who came to sign the peace
treaty with France.

Inspired by the established genre of colonial narratives, the film has
been criticized for its "Eurocentric" point of view, contributing to a
so-called cinematic neocolonialism.'n Unlike the British. the French
have generally been reluctant to look back critically at rheir past: the
war in Algeria, the loss of Indochina (Vietnam), or even the collabora-
tion during \7odd War IL Director Rdgis Vargnier, however, did
present French imperialism wirh a radically deadening spiritual isola-
tion. Although accused ofpresenting a sanitized version of colonialism,
the corfupt and cruel colonial establishment is clearly represented at
every stage of the film. After neady a century of French-colonial
conrrol, Vietnam, then known as Indochina, was tormented by decades
of violence in pursuit of independence. The political turmoil in the
dying days of the French colonial regime functions as a backdrop.
Although the story steers away from political opinions, its measured
pace evokes the poignant fading of the empire as wel.l as the exploita-
tion of the people of Indochina. Sympathies-obviously against French
occupation-and political viewpoint remain somewhat understared,
however, since, in many insrances, "the colonized are never character-
ized in an individual manner."3"

In its depiction of this episode in French colonialism, the film of-
fered a vague chronology of events. Reminiscent of Sydney Pollack's
Out of Africa. Iw*'cbine was a well-phorographed motion picture, the
main quality of which was to capture striking images of a magnifi-
cent landscape with local colors. This lack of historical precision was
overshadowed by the film's srriking photography (Frangois Catonn6)
and lush orchestration (Patrick Doyle). From the opening shot ro
the very last frame, audiences were presented with stunning images.
The dramatic beauty of places like Saigon, along with the beauty of
the tropical rain forest (all the scenes s/ere shot on location in Viet-
nam), granted the film a matchless atmosphere and a unique post-
card look.
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Catherine Deneuve (Eliaoe) and Vincent P6rez fear-Baptiste) in R6gis ltr/argnier's

Inlochine (Indacy'tine, r992), (Courtesy of BIFI/O Jean-Marie kroy).

A year after the release of Indocbine, anorher epic came to French
thearers: Claude Berri's r993 Germinal (Getninal).

Germinal was the fourthi' adaptation of Emile Zola's 1885 novel.
At the time it was the most exlxnsive French production ever, with
a budget of r7z million francs (around $zo million, a third of which
served for the construction of the gigantic mine set). Since the novel
is considered one of the greatest works of French literatute, movie
producers were far from being discouraged by the astronomical pro-

duction cost (almost five months of shooting in the very same mining
region near Valenciennes where the story took place one hundred
years before), and an entire legion of extras were rectuited (most of
rhem unemployed miners). Berri's ambitious epic, ptoduced with the
support of govefnment agencies as well as television companies
(Francez and Canal*), ptemiered in Lil le on September 1993 with
national publicity in the presence of President FranEois Mirterrand,

Jack Lang, and Jacques Delors. Claude Berri's political involvement
extended beyond national borders; his seminal role for rhe defense of
European cinema during the r99l GATT negoriations made him one
of the spokespersons for the entire film industry. This supet produc-
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tion, French style, was awarded C6sars for Best Cinematography (Yves
Angelo) and Best Costume Design (Bernadette Villard, Caroline de
Vivaise, Sylvie Gauuelet) at the :1993 French Academy Awards. This
period drama set in the late nineteenth century and adapred by Ar-
lette Langmann, was a naturalisric depicrion of the lives of coal min-
ers and their families in northern France as they artempt to organlze
rhemselves for the 6rst time to overcome their ubiquitous poverty.
This was far from a simple, sanitized version of history, but rather a
critical and unswerving look at a dark time, as one critic observed:
"The film's representation of the nation's immediate history to itself
seeks an accommodation with past mistakes rather than confronta-
rion."J' For many film crirics, the inner strength of Berri's period re-
creation relied on the consentual attempt to present a noveLstrc
discourse rather than indulging viewers with a conflictual and ideo-
Iogical discourse.

Recently dismissed from the railroad company, central chatacter
Etienne Lantier (popular singer and working-class icon Renaud) comes
to a mining communiry looking for work. Hired at the Voreu{ Coal
Mine in Montsou, the out-of-work machinist must immediately face a
new challenge as he descends into the pit to discover the harsh working
and living conditions of the miners. He is assigned to the team of
Toussaint Maheu (G6rard Depardieu), and the two rapidly become
friends. Maheu takes Lantier into his digging crew to replace a de-
ceased worker, and later at the end of the day invites him to stay at
his home (barracks provided by the mining company). \(hat Etienne
sees around him during that first day is chaos: the workers, whose
plight stands berween servitude and starvation, srrive to maintain even
simple humanity in the face of their grim working and living condi-
tions. Becoming more hazardous by the moment, the state of the mine-
shaft roof wirh sturdy wooden beams becomes the main concern of the
workers. Engineers constantly reprimand miners for not 6xing rhe
timbering (since, in the case of fatal accidenrs, owners must pay bene-
6ts to families). Yer miners who spend time fixing the timbering are
penalized for not bringing out enough coal. \(orkers scramble to load
as much coa.l as possible, neglecting their own well-being while hoping
to provide more bread on the table.

As the working conditions in the mine wotsen, and pay is cut back,
Etienne persuades Maheu to organize a strike. Etienne becomes a
rebellious leader against his will, and as an outsider he is considered
the perfect man to speak up in defense of rhe miners' rights. Vhile
the idea of a hypothetical trade union develops during the end of the
nineteenth century, Etienne closely participates in the organization of
a strike. He relentlessly emphasizes rhe outrageous interdependence
berween the starvinq miners and their well-fed overlords. Vhen the
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mining organization lowers the workers'wages, the miners finally
decide to strike. At lirst nonviolenr, the labor unrest rapidly becomes
more intense, with predictable consequences. As the strike takes a new
turn, miners at other sites decide to return to rvork. Immediately
alerted, the miners at the Voreux mine sabotage the installations to
prevent work from resuming. But the work stoppage is not resolved,
and the situation tutns sour. The mining company decides to hire
Belgian miners as replacements and thus continue with productton.
The result is a chain reaction of tragic events. Maheu, who believes in
the inherent goodness of man, cannot accept that French soldiers
brought in to defend the mine would fire on their own countrymen.
The angry crowd atrempts to oppose their arrival but the armed forces
shoot at them. Maheu dies under fire. and his wife. la Maheude (Miou-

Miou), is determined to take up and conrinue the fight. Lacking
unanimity and cohesiveness, the striking-miners' resentment turns to
all-out insurrection as they begin tearing apan the mines. For one of
them, Souvarine (Laurent Terzieft), a Russian anarchist, the only solu-
rion is to burn down all of the mines and factories created by human-
kind and from this, he believes, deliverance rvill come. One night,
Souvarine descends into one of the mines by himself and undoes a
water duct, hoping to flood rhe entire network of galleys. The chilling
climax shows terror and desolation, as the mine lloods and rhe workers
are trapped inside. Etienne leaves the troubled mining community and
a mourning town, convinced that the ideas he fomented will eventually
germinate in the future.

Berri's reworking of ZoIa's classic novel was much more than a
heritage film tailored au a big-production epic. Zola's denunciation of
the miners'plight appeared simple and moving as the subtext in part
r meticulously described the growing threat of the strike. An authen-
tic and powerful look into the rumultuous, ill-fated existence of the
nineteenth-century French coal mining community, Genrinal is far
lrom being a model epic tale. But it is impossible not to sense the
realism that pervades the enormous project. ri/hereas Zola's fervent
and uncompromising call for social reform lie ar the heart of the novel,
the relations berween each individual protagonist symbolize the very
essence of the film. The movie tackles every theme pertaining to a
convenrional drama (from love and death to labor relations and ctass
warfare ro destructive violence). Yves Angelo's cinemarography, as-
sisted by an impressive production design, put every theme and shot
in sharp contrast, fairhfully rendering the ultimate hopelessness of the
human condition. Audiences were transfixed by the visual veracity, not
only via the rranslucently illustrated protagonists who inhabit this
universe, but also by the abilitv of the cameras to conjure up the
labyrinth of the coal-mines with claustrophobic genuineness. Berri's



3 6 2 FRENCH CINEMA

meticulously derailed account of inherent social inequalities and de-
spondent living conditions remains ever faithful to the original natu-
ralist descriprion made one hundred years before.

Born Claude Langmann in 1934, Berri began his acting career with
small roles in Claude Autant-Lara's Gand LonJ uithr'ut Carfession (Le bon
Dieu sans confer:ion, 1911) and The Game of Loue (Le ltld ex herbe, t954),
Claude Chabrol's The Girk (l*s bonnes fmnnet, 196o), and Henn-
Georges Clouzot's Tbe Truth (l,a uerit€, 196o). He later appeared in
Patrice Ch6reau's Tbe Voundecl Man (L'horuwe ble:s6, ry9i, and more
recently in Didier Bourdon and Bernard Campan's 

'fhe Tbree Brothers
(Lu trcit frire:, 1991). However, Berri's principal career has been as
producer and director. His first short, Tbe ChicAen (Le paalet, rc;65),
which won an Oscar for Best Live Action Short Film that same year,
was followed by his lirst feature film, Tbe Tuo af Ut (Le aieil howne et
I'enfant, ry67), starring veteran actor Michel Simon. In r98o, rhe most
popular artistic celebrities of France, such as Catherine Deneuve, G6r-
ard Depardieu, Jean-Louis Trintignant, Serge Gainsbourg, and Alain
Souchon appeared in Berri's I Loae Yax All (Je uoas airne). Berl is also
remembered as the lirst and only director who gave a dramatic role to
France's most popular comedian, Coluche. Berri's movies include a
Iong list of popular successes: Tchan Pantin! (tc281), Jean de Florette
(1986), AIanan of tbe Sprirg (rcS86), Uranus (t99o), GenninaL ard. Lucie
Aubrac (1997). Producer of a variety of films from popular comedres to
high-budget historical epics, Berri worked wirh such internationally
known filmmakers as Roman Polanski, Tus (t919), Pierre Schoen-
doedfer, Le Crabe-tambour, (r977), Claude Sautet, A Sinple Story (Une
bistoirc sirnple, 1978) and. Gargtn! (r 983), Claude MllIer, Tbe Little Tbief
(La petite uolease, 1989), Jean-Jacques Annaud, The Lauer, (rgcrr), Pa-
trice Ch€reau, Queea X[argot (La reiae Margat, 1994), Christian Vincent,
The Separaion (l,a si\dtdtizn, r994), Josiane Balasko, Frencb Tuist (Ga-
zon tnaudit, r 995), Claude Zidi, Atterix ad Obelix ts. Caesar (t999) and
La boite (zoot), and Alain Chabat, Astdrix and Ob4lix: fuIbrion C l4apatre
(zooz) .

PERIOD DRAMAS: PATRICE CHEREAU, ALAIN
CORNEAU, JEAN-PAUL RAPPENEAU, AND PATRICE
LECONTE

Patrice Ch6reau's Quwn trIarg;t (l,a reine Margot, 1994), was a long
anticipated, prestigious French production (with a huge budget total-
ing rzo million francs). Far from being a Shakespearean tragedy or a
romanticized historical adaptation, the screenplay, written by Danidle
Thompson and Patrice Ch6reau, was an adaptarion of Alexandre Du-
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mas's grandiose historical novel of the same name. (Dumas of course
also wrote The Count 0f Monre Critta and Tbe Three MusAeturs.) Origi-
nally involved with theater and oPera as, most notably, the Piccolo

Teatro di Milano, Patrice Ch6reau (b. 1944) began his cateer in film

with the adaptarion of Jacques Offenbach's ks Contet d Hafftnann
(1978). As codirector, with Roger Planchon, of the Th66.tre National

Populaire de Lyon/Villeurbanne and director of the Th6itre des Aman-

diers in Nanterre, Ch6reau discovered many unknown talents who

ultimately dominated the r99os, such as Vincent P6rez, Valeria Bruni-
Tedeschi, AgnEs Jaoui, and Isabelle Renauld. Ch6reau's major produc-
tions are The Vounded Man (L'homxze blessi, l'983), Thase Vho Loue Me

Can Take tbe Train (Ceux qui m'dinent pren.tft)nt le train, t998), Intimacy
(lntinitd, zooo:), ar'd Betsy ancl the Emperor (zooz). The lilmmaker has

also performed in various frlms, such as the voice of Marcel Proust rn

Raoul Ruiz's Tirae Regained (Le terupr retr\u)i, 1999); Berri's Lucie Au-

brac; Michael Mann's The lztt of tbe Mahicans (r992), as General Mont-

calm, and Andrze j \7ajda's Dantan (Ddtttzni t 98z) as Camille

Desmoulins.
Sumptuously rich visuals and a story of doomed love characterize

Queex filargot. Imprisoned between Eros and power, Margot's character
is ambivalent regarding her union with the future Henri IV, since
their marriage is simply for the purpose of ending religious hostilitres,
Viewers are introduced to the religious Pefsecution that occurred in

sixteenth-century France, a country rife with violeoce and dominated
by the French exile of Catherine de Medici (Virna Lisi). Catholics and
Protestants live under diflicult circumstances as a tesult of rhe political
machinations in the court of the ineffectual King Charles IX Qean-
Huges Anglade).rr Influenced by the queen mother, Catherine de
Medici, the king compels his own sister, Marguerite de Valois, known

as Margot (Isabelle Adjani), to marry a Protestant prince, Henri de

Navarre (Daniel Auteuil), leader of the Huguenots in an ostentatious
wedding in order to secure a fragile reconciliation between the reli-
gious communities (and, it is hoped, to tease the Huguenot commu-
nity away from the Spanish Crown). The film explores King Chades's
limited and immoral efforts to end the divisive religious hatred of this
time, and thereby overcome the many plots, both within his own court
and overseas, to usurp him. Nfhereas this artificial concord is intended
to guarantee peace between the rival religious factions, it is a marriage
of convenience. Despising her new husband, Margot openly chooses a

lover, the dashing Huguenor Boniface de la M61e (Vincent P6rez). Six

days later, the "religious" marriage proves to be a political failure: the

repression against the Protestants increases until the night of Saint-

Barth6l6my, with the gruesome slaughter of thousands of Protestants,
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among them, the king's counselor, Coligny flean-Claude Brialy).
Thousands of Protestants die, including most of the guests whom
Henri de Navarre had brought ro the wedding, Much of the srory rhen
revolves around the newl''weds being held caprive in the Palais du
Louvre as implicit prisoners.rj

It is in this climate of bloody schemes and last-minute polit ical
alliances that Margot becomes acquainted with power. To save the life
of many of his subjecrs, Henri is forced to convert to Catholicism.
Margot decides to assist her husband (by now advisedly converted to
Catholicism). La M6le's assignment, under the inlluence of Annibal de
Coconas, is to gather an army of Prorestants to light the treacherous
Papists. The events take a turn when Henri de Navaffe strikes an
alliance with Chades IX. Meanwhile, conspiracies against rhe king
develop within his court and abroad. Although borh men seem to trust
each other, Catherine de Medici prepares a poison for her son-in-law,
but it is the king who rakes it and dies. As the Medici family crum-
bles, the revenging brothers accuse la M61e, and with one swing the
new king will have gorren rid of two rormentors. Margot avoids death
at the last minute. but La Mdle is arresred and executed with his
companion Coconas- The new king is crowned, and Margot departs
from Paris, exiling herself to Navarre. Henri III, Margot's brorher,
ascends to the throne and consolidates his power, as his most immedi-
ate challenge now is ro calm religious strife.

The title of the film can be misleading sitce Qteen Margat is the
complex story of many protagonists, not simply Margor. Although
usually represented as fanatical and even nymphomaniacal, Margot
despised the thought of being reliant on any man, and to a certain
extent showed how she played her rivals off one another by entertain-
ing many marriage offers without accepting any of them. (\(/hat must
be taken into account is that Margot came from what may be the most
dysfuncrional family in French history!) The dramaric disposition of
Margot is a compelling combinarion of strengrh and weakness. The
character is admired for her freedom of thought and self-determination,
yet seen as chained by her repressed emotion. All n'ho have loved her
unsuccessfully including her own brothers who are believed by
historians to have been involved to the ooint where incest is s115pgc-1gd-
or whose love has been rhwarted by cowardice. 6nd in her rheir fareful
toll. Eventually, rhe viewer is left ro reach the conclusion that Margot,
who did not become an adult with the healthiest deference for the
institution of marriage, sees her union ro Henri de Navarre as the
malo raixttt d'ltre to maintai,a her independence.

The ageless Isabelle Adjani took on the mythical role that was
interpreted with an unarguable screen presence by rhe great Jeanne
Moreau some forty years before (in Jean Dr6ville's La rcine Maryat,
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r954). Adlani's sensual features truly embodied rhe sexually dynamic
character of Margot. Known for portraying independent if not ill-fated
historical figures (e.g., Tbe Story of Adile H., Camille C/aude[1, '\djant
expressed with style, composure, and aptitude Margot's disposition as
a scheming, influential, advanced thinker, who was far too conscious
of her own extraordinary nature to bow to any man. Adjani's Margot
is no exception. Also of note is the performance by Italian actress Virna
Lisi, a worldwide sex symbol in the r96os, who outstandingly con-
cealed her striking features as the coufi matriarch Catherine de Medici,
rhe very embodiment of wickedness and malevolence. Like most mon-
archs before them, rhe Valois's reign was constantly threatened mainly
because they did nor have absolute power. Srill, Charles IX was faced
with a rising sea of troubles, both internal (powerful religious and
political enemies) and external (superior powers Spain and England
were threatening invasion). It is how he confronted and conquered
these threars rhat forms the compelling center of this Iilm. During the
reconstitution of the Saint-Barth€l6my massacre, the violent, yet daz-
zling scenes of religious warfare wete cleverly shot with visual apti-
tude. Vith historians differing about which faction started the
massacre, the audience is left to decide on its own (around 3,ooo were
massacred that day in the capital and many more all across the king-
dom). The important set production for this sixteenth-century period
piece included several historic locarions, such as rhe famous apartmenrs
of the Louvre, the Cathedral of Saint-Quentin (Margot s weddingt,
some streets in old Bordeaux, the forest of Rambouillet (for a memo-
rable hunting scene), the Palace of Mafra in Portugal, and rhe ThdAtre
des amandiers de Nanterre. so dear to Patrice Ch6reau.

Film critics argue that period movies inevitably reflect more on the
times in which they are shot than on their subject, and Qaeen Margot
is no exception- rVhen classified wirh the big-screen productions of
the decade, Qreen Margtt, which covered the years rj72-76, is remem-
bered as a top-quality historical epic featuring immaculate costumes
and a carefully re-created historical background. But the accuracy of
the movie setting became immediately less preponderant as a cinemat-
ographic issue; the film generated irs own historical context within a
complex network of conspiracies and wide variety of personalitres,
sceneries, and action even though many historical events were altered,
compressed, and juxtaposed for dramatic effect. (Understandably, ir
may be difficult for some historians to benefit from a fictional narratrve
set in such a decipherable historical context if it is weakened by whar
rvould appear to them as noticeable historical errors.)

On one level, Qteen Margot was obviously a grand epic reminiscent
of Jean-Paul Rappeneau's Cyram de Bergerac, but the mise-en-scbne
cleady portrays a characrer-driven story line that indirectly elucidated
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vafious events and vengeance acts from the very beginning of the film.
One of the most staggering features of this multi-character histoncal
film was that it opened on a bewildering assortment
whose motives were to be guessed by the spectator. Indeed, many
observers in America noted that a chart of the succession to the throne
placed in the opening credit would have helped audiences, less familiar
with French history, interpret the rortuous series of political arrange-
ments, betrayals, coalitions, wafring religious factions, sectet prors,
poisonings, purges, executions, and, of course, love-affairs. The plot
possesses enough cinematic vigot, however, to progressively drive the
sequencing of the different sword frghts and battle scenes, and Ch€r-
eau, ro rhe satisftction of rnany, did nor indulge in filming too many
scenes with only the two main ptotagonists. As a renowned stage and
opera director, Ch€reau successfully got his players to act without any
degree of bodily limitation. The film never appears wearisome despite
its running length. More than thirty minutes were edited by Miramax
from the r64 minutes of the 1994 Cannes Film Festival original cut.
For a nonspecialist spectatorship, the editing of certain scenes found
compensation in the long explanatory clarifications at the opening of
the film. Some observers declared that rhe curs did indeed trigger a
certain element of clarity, while others considered the drastic editing a
narrative oversimplification.ro

Philippe Rousselot's camera movements were tight on the characters
much of the time while capruring the dazzling visual-feast background
to creare an intense imagery. The dark interior of the Louvre settings
generated a claustrophobic intensity that underscored the emergent
sense of paranoia and the brothers' ominous maneuverings in a battle
for the crown. This darkness also implied the inllexible social structure
of the time, with its internal strife between the political and religious
aristocracy who regarded the masses as pawns to be sacrihced for the
greater good of rhe kingdom. Rousselot (Diua, Dangeroar Liaisou, A
Riter Runs thraugb It, Tbe Tailtr of Panama), who painstakingly re-
created the period, ma-ximized the period costumes at his disposal and
utilized the inspired device of candlelight, thereby overwhelming the
senses with the inimitable royal apartments and floors of the Louvre.
His photography was in constant motion and generated an ominous
dynamic and depth, working in tandem with the somber colors and
hearry-stone interiors of the set to create a dark, Gothic look that befit
the lush dramatics of the piece. Like the momentum of the 6nal plot,
the beauty of Moidele Bickel's striking costumes blended and harmo-
nized with the overpowering sound track (Goran Bregovic), thereby
elevating the dramatic tension even further. \7ith all of this, at the
1994 Cannes Film Festival Quen Margat took the Prix de la mise en
scdne $ury Prize) and the Prix d'interprdtarion f€minine (Best Acttess
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to Virna lisi as Catherine de M€dicis, despire the fact that Isabelle
Adjani was rvidely expected to win a Best Actress Award for the film's
main character). At rhe 1994 French Academy of Cinema Awards, the
film received the C6sars for Best Actress (kabelle Adiani), Best Crne-
matography (Philippe Rousselot), Best Costume Design (Moidele

Bickel), Best Supporting Acror (Jean-Hugues Anglade), and Best Sup-
porting Acrress (Virna Lisi), as well as a nomination for Best Foreign
I-anguage Film at the 1995 Golden Globe Awards and one for Best
Costume Design at the 1994 Oscars.

Another highly anticipared project was All the Monings of tbe Vtrld
(Tou les matiu du tnaxde, r99r) by Alain Corneau (b. 1943). The lilm
is a transparently nostalgic vision of what an accomplished lilmmaker
such as Corneau, had in mind for years. In addition to his musical
background h 1azz, Corneau is mainly known as one of the most
success{irl advocates of the French-style rhriller of the r97os. After
graduaring from IDHEC, Corneau became an assistant director to
Costa-Gavras on l!'he Confexion (L'aaeu, r97o), and soon imposed him-
self as an assistant director working in particular with filmmakers
Marcel Camus and Josd Giovanni. Corneau's first feature filn, Frencb
Anonyaity Society (France ndy'ti anonyrne, 1973), revealed his talent for
police thri l lers. This talent grew throughout the r97os, with fi lms
such as'fhe Case again$ Feno (Police Python 157, r976), a movie that
marked his debut in big productions with actors such as Yves Mon-
tand, Simone Signoret, Franqois Pdrier, and Italian acrress Stefania
Sandrelli; Sdrie noire, an adaptation of Georges Perec's novel, evenrually
selected for French representation at the 1979 Cannes Film Festival
with Patrick Dewaere; and frnally, one of his largest critical and pop-
ular successes, The Choice af fums (l* cboix det arwa, rg8r), with Gdrard
Depardieu, Yves Montand, and Catherine Deneuve. In r984, Corneau
moved from the police thriller to the so-called heritage film as he
directed the biggest stars of the decade: Depardieu, Deneuve, Sophie
Marceau, and Philippe Noiret in Fart Saganne, an adaptation of Louis
Gardel's novel. For the occasion of the centennial of the invention of
motion pictures, Corneau and Jacques Perrin d,rected The Children af
Lumiire (l,es enfanx de Lumiire, t9cs5), and recently The Pritce of tbe
Pacrfu (Le Prince da Pacifqae, zooo).

One of his most signiflcanr contributions to the heritage genrc,
however, is undeniably All the Morning: af tbe rVorltl (Tous les matins du
rnonde, rcS9r). After seventeen versions of the scenario, drafted by Alain
Corneau and Pascal Quignard, who is also known as a scholar of
baroque music, the film is the realization of a rather diflicult task:
namely, ir makes the beauty of baroque music apparent to contempo-
rary audiences. Although a frlm for a musically inclined spectatorship,
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the success among popular audiences sparked a national revival of
interest in French baroque music. Recipienr of the prestigious Prix
Louis Delluc, the lilm garnered eleven C6sar award nominations, and
won for Best Film, Best Director (Alain Corneau), Besr Supporring
Actress (Anne Brochet), Best Cinematography (Yves Angelo), Besr
Costume Design (Corinne Jorry), Best Music $ordi Savall), and Best
Sound (Pierre Verany, Anne kCampion, Pietre Gamet, and G6rard
Lamps)-

The story begins with a voice-over narrative by the aging Marin
Marais (G6rard Depardieu), a retired viol musician-courtier and virtu-
oso composer, reminiscing with his students on his first music teacher.
His voice-over begins a series of flashbacks about his master the Jan-
senistrl Monsieur de Sainte-Colombe'i $ean-Pierre Marielle), teacher
of the viol, or viole de gambe. Following the dearh of his wife (Caroline
Sihol) in rhe spring of 166o, Sainte-Colombe secludes himself inro
silence in an eremetic l i festyle with jusr one goal in mind: to atrain
musical perfection (which he will not share). Detached from the out-
side world and psychologically alienating himself, Sainre-Colombe
rears two daughters by himself, Madeleine (Anne Brochet) and To-
inette (Carole Richert), while teaching them the rudiments of music
Iireracy and the techniques of the viol. As the years go by, Sainre-
Colombe and his daughters give rare trio performances in his house for
the privileged nobility. Unavoidably, rheir exquisite but infrequent
performances become famous and attract the attention of the court, At
Versail les, rhe cuhural and artistic center of the Western wodd, King
Louis XIV gets wind of Sainte-Colombe's repurarion and sends an
emissary, summoning him to play at rhe court. \Without subtleries,
the disconsolate musician turns down rhe request, offended by the
thought of entertaining for presrige or money- This does not endear
him to the court-

Sainte-Colombe spends hours each day in a recluse cabin, rehearsing
his viol, One day, an adolescenr, Marin Marais (Guillaume Depardieu),
visits him and begs to be his studenr. After a long deliberation, Sainte-
Colombe acceprs, bur the lessons turn out !o be laborious. tifhen, after
a few rehearsals, Sainte-Colombe recognizes thar his novice may even-
tually rise above his art, he simply declares that he has nothing more
to teach. The music teacher becomes denigrating, as he tells Marais
that his virtuosity, though brillianr, is limited and cannot compensare
for a lack of spirit: ''You make music, you are nor a musician," says
the unimpressed teacher. But Sainte-Colombe's daughters successfully
intercede on behalf of the handsome young man until the day the
relationship between the two men ends in a feud. The tempesruous
and vile-tempered master does not see any talent in the young aspirant,
and in a rage he breaks Marin's instrument. Meanwhile, Madeleine, a
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talented violist herself, and already in love with Marais, allows him to
spy on her father's secret rehearsals and teaches him everything she has
learned. Marais cedes to the temptations of fame and fortune, and
decides to go to Versailles to become courr conducror, abandoning
Madeline. Sainte-Colombe asks him to return, but to no avail. Filled
with remorse, Marais eventually returns to Sainte-Colombe. Madeleine
wishes to listen to a piece he has composed for her. But as Marais
again departs, Madeleine is overcome with grief and hangs herself.
Devastated by this second loss, Sainte-Colombe fanrasizes that his
deceased wife visits him as he witnesses a series of her apparitions.
During his later years, Marais realizes that his emotional bond to his
master was more powerfirl than he had ever thought. All that he has
left are memories and thoughts of what might have been.

Musicologists know little about the life of Sainte-Colombe. Besides
being known as Marin Marais's spiritual father, Sainte-Colombe was
an ascetic, grieving, metaphysical personage, isolated fiom rhe outside
world, who mainly rejected unheard musical lavishness. Bur in 1966,
a manuscript containing sixty-seven pieces for the viol attributed to
Sainte-Colombe was discovered among the belongings of French pian-
ist and conductor Alfred Cortot. A rribure to an underrated a,rtist, All
tbe h{omings af tlu Varld was a challenge to investigate the arrist's
muse from a privileged angle. By portraying borh talented musicrans,
demonstrating to each orher their expertise of the viol, first through
the canons of classicism (discipline, grace, respecr for rules), and then
through flamboyant ralent, the film illusrares the symbolic conflict
between art and commercial success. The serious, slow-paced, sadly
beautiful music that pervades the lilm reveals the tragic and terifying
nature of the mourning artisr's haunting memory of his wife. The two
main characters stand in sharp contrast, and the film presents an
interesting melodramatic fictionalization of the relationship between
the two men. Sainte-Colombe, with his cold, dour appearance (usually
wearing black clothing), despises the trappings of Versailles and epit-
omizes the antithesis of young Marais's hedonistic quest for fecogni-
tion. Marin Marais, on rhe other hand, aspires to a position that will
bring him prominence and wealth. For Sainte-Colombe, Marais's com-
positions are musical ftagments, the very essence of which is to please
others. Faith, without which no genuine art can be achieved, is at rhe
centet of Sainte-Colombe's philosophy- Unlike Marais, he plays because
he is driven to do so. Every day, the divine melody generated from the
heart of his instrument is destined for no receptive audience, nor is ir
ro be rehearsed endlessly; it is instead a private and intimate commun-
ion with the self, unique and never quite to be repeated as the title of
the film, an e{cerpt from a sentence in the novel utggests; Tous les
malins du mrnde sant sau r€ta r (All the mornings of the world are
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wirhout return). Assisted by inspired editing, the interplay between
the haunting baroque music and the pastoral scenery brought the
somber and.underrated viol to the public's attention (compositions by
Sainte-Colombe, Marais, Lully, and Couperin, in arrangements and
performances by Spanish viol master Jordi Savall). In the absence of
dialogue, a resonant and mesmerizing musical score took over in a
sready flow of baroque requiems. Everything appeared to be nuanced

musically or in visual hues. Corneau's narrative entirely disassembled
the norions of time and space; the story was interrupted by flashbacks,

which consequently gave no accurate suggestion of where the current
action stood in relation to the chronoloSy.

The frail lighring reproduced the period's visual atmosphere with
great precision. Yves Angelo's phorography a series of long head
shots, fixed camera angles, and detailed period accuracy (reminiscent

of paintings by Georges de la Tour and others)-embraced a wealth of
visually decorative details. Between the reclusive master, illustrared by
austere and monotonous colors, and the flamboyant Marais, represented

by an explosion of light as he leaves Sainte-Colombe for the glamour

of the court, All the Morning: of the Varld is far from a simple parable.

The film does not step out of the semantic frame it has chosen for
itself (heritage film, that is), and it would be difficult for contemporary
viewers to overlook rhe filmmakers' endeavors to presenr a specific
vision of the sevenreenrh century.

Also set in the seventeenth century, Jean-Paul Rappeneau's Cltrano
d.e Bergerac (Cyano de Bergaac, t99o) was a greater success than Cor-
neau's production as the 6lm won the r99o Oscar for Best Costume
Design (Franca Squarciapino), with nominations for several other cate-
gories, such as Best Actor, Best Art Direction-Set Decoration, Best
Makeup,r'and Best Foreign Film. At the r99o Cannes Film Festival,

Gdrard Depardieu won the Frize for Best Actor. The production also
earned the award for Best Foreign Film at the r99r Golden Globes.
In France, this costly epic ($r7 mill ion) received an impressive seles
of awards (ten in all, equaling rhe record held by Frangois Truffaut's
The L,at Metro), such as rhe r99r C4sar for Best Film, Besr Director
(Jean-Paul Rappeneau), Best Actor (G€rard Depardieu), Best Support-
ing Actor (Jacques $/eber), Best CinematograPhy (Pierre Lhomme),
Best Costume Design (Franca Squarciapino), Besr Editing (NoEtle

Boisson), Best Music (]ean-Claude Petit), Best Production Design
(Ezio Frigerio), and Best Sound (Pierre Gamet and Dominique
Hennequin).

Jean-Paul Rappeneau (b. rglz) began as a screenwriter for Yves
Robert's Slgzd Arsine Lupin (1959), louis Malle's Zazie dans le my'tro
(196o), and Philippe de Broca's That Man fram Rio (L'bonme de Ria,
r964, written with Alain Cavalier and Claude Sautet). His directing

FRENCH CINE}L{
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debut was A MaIter af Resistaace (l,a uie d.e chhteau. l'961). His second
feature film, Tbe SuasbbucAler (h maritt de I'an ll, r97 r), confirmed an
inclination roward comedy as well as costume epic productions. Virh
his most successful production, Cyraxo de Bergerac, Rappeneau showed
a talent for high-budget literary adaptarions narrowly fluctuating be-
rween both cinematic substance and enunciation, preserving the essen-
tial theatricality of the play.

Rostand's flamboyant tale evokes the turbulenr yet passionate life of
poet-swordfighter Savinien Cyrano de Bergerac (r6r9-r651)r" rn
seventeenth-century France, and presents the arypical love triangle
between Cyrano, his companion of arms, Christian, and the woman
they both love, Roxane. Endowed with a protuberant nose, Cyrano
leads a life of poetry and battles. Since the only way Cyrano secures
the admiration of women is through poetry and physical feats of skill,
he is astonishingly brilliant as he battles one hundred men single-
handedly. Cyrano seeks refuge in his persuasive eloquence, while con-
cealing his repulsiveness behind his mental powers. The opening
sequence in a theater acquaints the viewer with Cyrano's character in
medias res, as he generates a famous fight, which eventually results in
a duel with his rival, the Vicomte de Valvert (Philippe Volter), During
the duel, Cyrano lively extemporizes alexandrines to ridicule the young
nobleman until defeating him by the swofd. He stikes his rivals with
his sword, but it is his verses that touch the heart of others.

At the request of his cousin Roxane (Anne Brochet), Cyrano (Gdrard
Depardieu) takes Baron Christian de Neuvillette (Vincent Pdrez) under
his wing at the cadet regimenr of Gascogne. Roxane is infatuated with
rhe young cadet, whom she thinks is trying to reach her. Christian is
in love with her too, bur he blatantly lacks the words to convey his
love. Roxane ignores the passion, which burns Cyrano secretly. He
believes himself too repulsive to win the affection of women. But his
eloquent poems prove successful, since Roxane immediately falls in
Iove with Christian. One night, as Christian struggles with some verse
to seduce Roxane, it is Cyrano who comes to the rescue of the intrepid
lover and, hidden behind a tree, whispers the sweet poetry he has
always wanted to declare. Christian climbs up to seek his reward,
while Cyrano walks away in the rainy night, alone. That same nighr, a
monk brings a letter from the Comte de Guiche Qacques Veber), who
has arranged a secret tendezvous with Roxane. To avoid the impending
tragedy, Roxane decides to marry Christian immediately. \7hen the
Comre de Guiche arrives, it is too late. To avenge himself of this
insult, the comte sends the regiment of cadets to the fronr against the
Spanish troops who besiege the city of Arras. Hope suddenly resurfaces
when Cyrano realizes he may have seduced Roxane, who has fallen rn
love with the soul behind the alexandrines. S7hile in battle. Cvrano
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writes ro Roxane daily and signs, as usual, Christian's name. But one
day Chrisrian realizes that Cyrano has gone so far as to risk his own
life to convey the letters across enemy lines, and understands rhar
Cyrano really loves Roxane. Discouraged, Christian comprehends that
Roxane loves only his physical featutes, not his soul. He loses hope
and ligtrts to the d€ath-

Fourteen years go by, Roxane has retreated to a convent, while

Cyrano has come to visit her every Saturday afternoon. Following a

deadly ambush, Cyrano, now crit ically wounded,6nds the strenSth to

come to his weekly appointment. As he sits down, knowing that he is

about to die, he requests one llnal favor from Roxane. He asks her to
let him read the lasr lerter "Christian" wrote to her. As he begins to
read, Roxane is struck by the beauty of the voice, which comes throuSh
the verses. She turns and realizes that it is roo dark for Cyrano to read
but that his voice still goes on as if he had written the letter himsell
She understands and declares her love to the dying Cyrano. The discon-
solate poet reveals to Roxane the truth about his and Christian's
deceprion, and of his lifelong love for her.

Adapted from Edmond Rostand's drama (written, when he was
trvenry nine), Cyrana dc Bergeruc has been the inspirarion for several
more-or-less successful versions (e.g., Michael Gordon's Oscar-winning
'tersion Cyrano de Betgerac, starring Jose Ferrer in r95o, and more
recently, in 1987, the modernized popular retell ing of the story by
Steve Martin in Fred Schepisi's Raxanne). On stage, many productions
attempted to re-create the genius of Rostand, in particular, the popular
production by Robert Hossein, with lead actor Jean-Paul Belmondo at
the famous Th6itre Marigny- The daunting task for Jean-Paul Rappe-
neau and Jean-Claude CarriBre was to maintain control of the versifi-
cation of the original play, which made diflicult, even impossible, to
keep the poetic nature of rhe drama rvithin the cinematographic re-
quiremenrs of the screenplay, deconstructing and reconsrructing each
scene while leaving the play's sharp verses unbroken. Although re-
duced in length, the spirit and poeric dimension of each act survived
and resulted in an unexpected emotion among popular audiences.
Indeed, rhe public's endorsement of the story's enchanting romanti-
cism showed a recognirion of the audacity of the screen-writers in
retaining the alexandrines from the original play. Film critics discov-
ered a version of Cyrano matching up as intimarely as possible to a
rruthful, uncontentious visualization of the celebrated play rather than
the imaginative reshapings often found on stage. Rappeneau's mise-en-
scEne complies with Rostand's general narrative development, despite
the few oversights of particular occurrences or secondary personages
and the reworking of poeric verses. The screenplay conveys this roman-
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G6rard Depardieu (Cyrano) in Jean-Paul Rappeneau s Cyaxa dt Bagerac (Cltrano de

Be41erac, rc'9o), (Corrtesy of BIII/O Hachette-Premidre).
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ric intfigue in a series of court adversities and outmges, with Cyrano
always evolv.ing as the main ptotagonist yet also a character ofshadows.

Cyrano's famous self-descriptive yerce, j'ai it6 taajaurt l'onlre (I have
always been the shadow), laid the groundwork for the success of the
6lm. Furthermore, the richly evocative verse translation by the English
author Anthony Burgess is succinct yet filled with atypical literary
audaciousness. It thereby contributed to the triumph of the film in
America. Cinematographer Piere lhomme worked to keep the film
from feeling like a filmed play. NTith his lively camera work, exuberant
intelligence, and tragic poignancy, Rappeneau allowed the logical pro-
cess of sequencing ro flow without visually disengaging viewers. The
rich costumes, sers, and lighting kept it from feeling heary or fossil-
ized. In a similar vein to how Cyrano dies at the end of rhe play, this
film deserves to be remembered for its panache. Cyrana de Bagerac was
ultimately a tragedy of grand scale, the final scene being reminiscent
of French poet Andr6 Ch6nier's memorable verses L'art ne fait que de:
uert, seul le coeur" est poite.

^[he 
sihle du lumiiru (the Enlightment era), especially the Revolution,

has always been a favorite among French audiences, Therefore, it is no
surprise to see Patrice Leconte's Ridicule (Ridicule, 1996) emerging as
one of rhe tfue successes of the r99os.

Born in 1947, Patrice Leconte began specializing in lilm studies in
1967 at IDHEC, where he met future cinemarographer and director
Bruno Nuytten. After graduation, he wenr inro cartoon publications,
thanks to designers Marcel Gotlib and especially Rend Goscinny, rvho
hired him for the magazine Pilote. Sevetal years later, Leconte made his
lirst full-length feature film with Coluche, I-er 1lhAt dtuient fem6: de
I'intdrieur (t97 5). Still in the comedy genre, Leconte wrote the scenario
for his next film with L'Equipe du Splendid, a group of comedians
known in the cafd-thditre ci.rcle, who looked to adapr their latest success
to the big scteerT, Amlurt. coquil/agu el utustdcdt, a satirical parody of
the Club M6diterran6e resorts. This immediately became a double
success with Frencb Fried Vacation (Let hronzy's, t 918), followed by les
btanzis font du tki (r91c).

In 1984, I-econre changed direction along with an acrion movie
with G6rard Lanvin and Bernard Giraudeau called Ler gy'cialittes. One
of the most interesting lilms of his career was a remake of Julien
Duvivier's Panique (t9461, an adaptarion of a rhriller from Georges
Simenon's La Jiangaillet de M. Hire, starring Michel Blanc and Sandnne
Bonnaire. Mansieur Hire (Monsieur Hire, t 989) was an official selecrion
at the 1989 Cannes Film Festival, Following growing popular success,
Leconte took more initiative in the choice of screenplays as he success-
fully directed The Haitdrener's Huband (Le mari de la coi.ffeute, r;9o)

FRENCH CINEMA
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Anne Brochet (Roxane). Vincent Pitez (Christian) and Gdrard Depardieu (Cyrano)

in Jean-Paul Rappenear's Cyana rb Bergerac (Cyano de Bergerac, r99o), (Courtesy of

BIFI/@ Hachette PremiEre).

and, Tang0 (Tanga, ry93) both reminiscent of Bertrand Blier's absurdist

comedies. Leconte has also directed The Girl on the Bridge (La flle sur

le pant, 1999), Tbe Vidou' of Saint-Piere (I-a wwe de Saitt-Piere' zooo),

and, Rue det pldsirs (zoor).
At the opening of the 1996 Cannes Film Festlal, Ridicale mer wirh

terrific popular and critical success, winning a year later C6sars for Best

Art Direction (Ivan Maussion), Best Costume Design (Christian Gasc),

Best Director (Parrice Leconte), and Best Film. It also was nominated

for Best Foreign Language FiIm at the 1995 Academy Awards. The

story narrates Gr6goire Ponceludon de Malavoy's futile pursuit of royal

favor against the decadent disciples of a mean-verbal sport, which

ultimately symbolizes man's struggle against the forces that conrain

him. An overwhelmingly powerful film with many inspired moments'

Ridicule shows viewers in Laclos's fashion how deception is something

inflicted by one person on anorher, inevitably defying reason and logic

Set ar the Versailles court of Louis XVI in 1783, the frlm tells the

story of Gr€goire Ponceludon de Malavoy (Chades Betling),3e a young,

serious-minded aristocrat who makes a trip to the capital in order to
petition and to persuade King Louis XVI (Urbain Cancelier) to drain
the festerinq marshlands of his estate, which holds his people in a state
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of poverty in the Dombes region where disease is killing the peasants.
To see his plan succeed, he must be introduced to the life of the
prerevolutionary court and master its protocols. \7ith no access to the
king's court, however, he is resigned to his fate and decides ro rerurn
to his rural province. On leaving Paris, however, he is robbed and left
semiconscious. The Marquis de Bellegarde flean Rochefort) rescues
Gr6goire and decides to help him by giving him access to the court
and to a file he has kepr of every rvitty remark he has ever heard at the
court. The young baron is immediately atcracred co Marhilde de Bel-
legarde (Judith Godrbche), rhe marquis's daughter, who is also a sci-
entist experimenting with a rudimenrary diving suit. Having inherited
her father's yearning for scientilic knowledge, she reveals her disgusr
torvard life at the coun, and her arrraction ro the spirit of the Lrrmi-
ires. Nevertheless, she is about to enter into a wedding of convenrence
with a rich nobleman, Monsieur Montalieri (Bernard Dheran), and will
be able to use his wealth ro support her experiments.

As the prot6g6 of the Marquis de Bellegarde, Grdgoire discovers the
true nature of the court, for instance, the influential Madame de Blayac
(Fanny Ardant) and rhe Abbor de Vilecourt (Bernard Giraudeau). Both
are expert at plots, compromises, and other Machiavellian subtleries.
Unfortunately, the characters talk about wit much more rhan they
exhibit it. \7ith the viciously competirive pressures of the coun, the
young baron surprisingly survives the verbal games in this fortilied
and sophisticated sysrem of humiliations, a wodd constantly perme-
ated by a Machiavelian atmosphere. Gr6goire must be taught ro play
the delicate games of wit at a place where rhe aristocrats show an
indifference to social concerns orher than the ones rhat please their
own vanity. The alternately calcularing, seductive, and manipulatrve
Madame de Blayac, a flirtatious woman of the world, thought ro be
the mistress of the king, favorably notices the unusual presence of
Grigoire and becomes his mistress. She is a powerful ally, especially
for this novice seeking to meet the insulated king. Although a man of
compassion and reason, Gr6goire is determined ro beat the king and
his court at their orvn game. In a parallel stofy, Mathilde is in dismay
since she had renounced her marriage. As Gr6goire linallylvins a
private audience with the king, he is forced into a duel rhar proves
faral for his adversary, an eminent officer who is close to the king-
Vhile his mischievous counrerparts view Ponceludon with mockrng
disdain, Gr6goire ultimately chooses Mathilde over Madame de Blayac,
Ieaving behind the arena of power and a wodd of characrers unaware
of the apocalypse toward which they are heading.

Conceived from R6mi \(/arerhouse's screenplay,r,, this engaging cos-
tume dtama featured spirirual dialogues and a beautifully designed
mise-en-scdne. Ar director Ivan Maussion (Mauiesr Hite, La rtll.e wr le
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Judith Godriche (Mathilde de Bellegarde) and Charles Berling (Ponceludon de
Malavoy) in Patrice Leconte's Ridia& \kdicule, r996), (Courtesy ofBIFI/O Epithete
Ptoductions).

pofi. la ue ue de Saint-Pierre, Felix et Lala) oversaw the countless inte-
riofs, exteriors, costumes, and artifacts rhat contributed to the tone of
the film. In addition, cinematographer Thierry Arbogast skillfully re-
created the lavishness of 1783 Versailles through his impressive pro-
duction designs, and a colorful setting for caprivating period detail.
But beyond the common portrayal of a corrupt court universe, with its
visual splendor and pathos, the film emphasized a variery of literary
elements. The power of words was passionarely evoked with the arch
dialogue, turning the whole experience into exhausting conversational
games and matches of the soul. This unusually literate comedy-drama
offered subtle ironies and acid-laced dialogue as if from the best the-
atrical plays. Again, the film was a visual feast and a semantic tour de
force. \7ith the linguistic exercise of style of eighteenth-century fash-
ion, rhe camera frequently lingered on rituals of the courtesan's day
(the powdering of Madame de Blayac, played with urter finesse by
Fanny Ardant). One of the most compelling aspects of Ridicule was
the representation of the two deceitful main chatacters and their ulti-
mate humiliation. They arbitrarily thrived on conrrol and manipula-
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tion, and it is not until the climax that viewers are shown their frail
and apprehensive side.

Of special note is the performance of Fanny Ardant as Madame de
Blayac, a Parisian courtisane whose living is spent concocting sophis-
ticated erotic intrigues. \7ith her malevolent smile, she seems majes-
tically corrupt, like an evil queen in a fairy story, and she openly
recogni,zes rhar "her life is governed by intrigue and thar her power is
indistinguishable from her sexual attraction."a' The Countess de
Blayac's compulsive destructiveness makes her a character with true
classical grandeur. NTith that opening glance, she draws viewers rnto
her confidence, making them party to her contemptuous conspiracies.
Along with unscrupulous and dark characters, such as rhe sly, suave,
sexual predator Abbot de Vilecoun, she is a devious powermonger
who, with a single impulse, can devastate the lives of anyone around
her. Her boudoir expertise, which the film underlines in basic terms,
is to exert her persuasive powers in the world (how she exerts herself
seems almost Lrside the point). And she deliberately exploirs ber
powers, whenever and however she desires, without contemplarion for
the consequent harm. But she lacks the devilish charm and seductive-
ness necessary to carry off all her conquesrs, much like Valmont, her
corresponding character in Stephen Frears's Danguout Liaisom (1989).

Along with her comes rhe main protagonist of the film, Gr6goire.
Ignorant and ill equipped to face the social protocol of Parisian nobil-
ity, Grdgoire must 6rst learn the rules of the grotesque and hypocrttt-
cal game and lind his way thfough the courtesans to accomplish his
goal. In order to advance, he needs more than simple logic and benev-
olent reason: he needs wit. But it musr be a particulat malicious kind
of verbal amusement to leave one's victim in a state of ridicule and
disgrace. The thriving continuance of his new lifestyle begins to super-
sede his reasons for coming to Versailles in the first place. Yet Grdgoire
and Mathilde, in their naively oprimistic state of mind and youth, are
threatened by imminent corruption; Grdgoire by having to ward the
countess's tuses in order to advance his plans; Mathilde by a union to
an aged, wealthy suitor whom she sees as the only way to fund her
study. Gr6goire finds an eccenrric despotism at court, dominated by
wit and aristocratic genealogy. \(hereas his mentor advises him not to
laugh at his own jokes, to exclude all usage of puns and, whenever be
laughs, nor to do it with his mouth open, the young baron, deliber-
ately oblivious to the rules, rises through the ranks and the machina-
tions of rhe court. Taking a critical distance from the distribution of
characters, only Mathilde, who personifies the scientilic spirit of the
Enlighrenment, can be consideted one of the rare characters not to
indulge in this "dangerous liaisons" style Russian roulette and voyeut-
istic game. Interestingly, the behavior of most characters seems
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cempletely logical in rclation to their own motivations, as the game
reduces them to a form of dishonor through verbal dueling.

Supremely caustic, like DangerrLu Liainns, Ridicule is an enlighren-
ing costume drama with much modern relevance that simultaneously
funcrions as a period sarire and a kind of contemporary metaphor.
According to the logic of this decadent universe, if bright individuals
are evil, then virtuous people must be dull and without character.a'
But what began as a luscious spiritual game deepened into a double-
edged ragedy. From the salons to the boudoirs, humor is used as a
disarming device or form of verbal fencing, as audiences are reminded
with a quotation from the duke of Guines: "In this country, vices are
withour consequence, but ridicule can kill." Each successful riposte
opens doors, an advantage that money and noble birth could not
provide. Louis XVI himself sets the tone, encouraging or rejecting his
spellbound cohorts according to his evaluation of their individual wit.
\(har dominates at court is not the an of subtle diplomacy but rather
an effective talent for repartee, the ability to make clever and humorous

comments and ultimately cruel witticisms, especially ones that damage
others' reputations. Although wittiness appears ro be the most precious
apparatus for aspiring coun€sans, each individual's fate and character
could be made or ruined in padors, at card games, or even at dress
balls over the influence of a single observation umered in front of one's
peers. Once ridiculed, the unfortunate victims' influence instantane-
ously declines among king and courtiers, couitesans and assotted other
players.ln R)dicule. "the body's skill and elegance are just as important
as rhe mastery of language and the latter can actually damage the
formgs,"+: As Mireilte Rosello remarks, the 6lm can be seen as "a

convincing heritage filrn while commenting on cultural and political
issues of immediate relevance to a contemporary French audience; that
is, its abiliry to invent a particular past to construct a particular
present.''44 \yith poignant veracity, Ridicale captures the ethos of an
elite social group, a group for which manipulation and sexual power

srruggles turn into a game of chess. Ir is the France of Louis XVI, and
French aristocrats are entertaining themselves at the edge of the abyss,
ignoring all but themselves.

THE RETURN OF COMEDIES AT THE BOX OFFICE:
JEAN-MARIE POIRf AND FRANCIS VEBER

In the r99os, French comedy appeared best able to resist (ar the box
office) the assaults of Hollywood blockbusters. The uncontested
money-making winner of the r99os was Jean-Marie Poir6's The Vi:iturt

$,e: aisiteurs, 1993), the second-biggest frlm in French history, with
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13.6 milliofl tickets sold (second only to G6tard O:ury's Dalt Laok
Naw Ve're Being Shot At, with rj.2 million). This commercial success
was all the more remarkable since it belonged to the select lisr of five
films to exceed rhe bar of ten million spectators: Julien Duvivier's T/e
Lhtle \vr'orld af Don Camillo (Le petit monde cle Don Cattillo), with rz.7
mill ion; G6rard Oury's 1965 The Sucker!. with rr.7 mill ion; and
Coline Serteau's Three Men and a Cradle in r985, with ro.z mill ion.+5
Despite its enormous popularity, Tbe Visitor was awarded only a single
C6sar (Best Supporting Actress, Valdrie Lemercier).

The story begins in the Middle Ages during the reign of King Louis
VI in r rzz, as Count Godefroy de Monrmirai[ (Jean Rino)'6 is about
to marry Fr6ndgonde de Pouille (Val6rie Lemercier). On his way to the
wedding ceremony, the count accidenra.lly kills his future father-in-
larv while under a spell cast by a sorceress. Unable ro marry his
betrothed, he is devastated t'y rhe idea of nor having any heirs. The
magician Eusaebius conjures a potion to transpom the count into the
past and eventually give him the necessary time to change the course
of history. Unfortunately, he forgets to include quail eggs inside the
potion and the magician mistakenly sends rhe count and his squirc,

Jacquouille la Fripouille (Christian Clavier), into the future instead.
Once in modern-day France, the two men meet upper-class B6atrice
Goulard de Montmirail (also played by Val€rie Lemercier), a descen-
dant of Fr€n6gonde, and slowly realize that they have jumped a thou-
sand years into the future. Bdatrice mistakes Godefroy for her long-lost
cousin Flubert. Much ro his dismay, she reveals to him that the chateau
no longer belongs to their family. The new owner, Jacquart (also
played by Christian Clavier), a descendant ofJacquouille, runs it as a
luxury hotel. Appalled to see the feudal world upside dorvn, Godefroy
pledges to restore the family honor. As for Jacquouille, he adapts
quickly to his new lifestyle and does not pay attention to his master's
concerns. He even falls in love with "Dame" Ginette (Marie-Anne

Chazel), a small-time artist, unemployed and homeless, who is con-
vinced that he is an actor shooting a movie in medieval times. To
return to the past, Godefioy must lind an old parchment with the
magician's secret potion. In the chareau, he discovers a secret path
leading to the duogeon. There, he finds a message urging him ro see
Ferdinand Euslbe. a descendant of Eusaebius. After countless rribula-
tions, creating confusion in a contemporaty small town and other
misunderstandings, Godefroy forces his squire to return with him to
the past. As rhey borh land safe and sound back in the twelfth century,

Jacquart Qacquouille surrepritiously evades his masrer's orders and
stays in rhe present by interchanging Jacquarr at his place while asleep)
wakes up among an angry crowd of starving peasants. As for Godefroy,
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Jean R6no (Godefroy de Montmirail) in Jean-Marie Poir€'s Tbe Yisiors (Let dsitezrs,
r993), (Courtesy of BIFI/@ J. Pr6bois).

he arrives lust in time to change rhe target of his arbalest and save the
life of his father-in-law.

Despite the long prologue, the weak composition of its structure,
and irs ad hoc style, which recalls, albeit less successfully, the delilous
antics of Monty Python, Tbe Vi:itar enjoyed great word-of-mouth
approbation. The apparent popular consensus around the film came
from the long-established comic device of the culture shock in moving
ahead eight centuries, as well as the sheer new style of the lilm.
Imaginative witticisms and more importantly, the eflormous intertex-
rual network of popular-culture references inform this unique and
memorable scenario. \(ith allusions to other comedies (.e.g., I* Pire
Noiil est une ordarc, Frewb Ftied Yacation), television celebrities, and
popular icons-ignotance of the two medieval protagonisrs indiscrim-
inately triggered a similar derisive and comical reaction among
audiences' collective irr'agi,nary, attesting to the uttedy evident
"Frenchness" of the frlm. In Tbe Vi:itors, comedy is shifted from plot

development to rhe individual comic reliance on greater physical and
personality traits. For insrance, the character Jacquouille embodies self-
deprecating humor and also plays with language, learning contempo-
rary slang. In addition to collective awareness, the most spectacular
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mulrifacered aspect of his personality was mirrored by the mutation of
his language skills (another sign of social emancipation). Jacquouille's
carchphrases have become especially popular among young audiences
(e.g., dingue for " crazy" and the new intonation of "OK"). As one of
the mosr eagedy anticipated releases, the sequel, entitled Tbe Conidort
of Tine: The Yi:itor: Il (Let uisiteun IL tc'98), had the biggest opening
day in French-film history, breaking the record set by Men fu Blach
and again generating an array of inventive sight gags. This in a countty
where few films ever received the "sequel treatment." At $23 million,
the second film cost three times as much as The Visitm, and its success,
although less impressive than the lirst, allowed Jean-Marie Poir€ to
pursue the American rcmake, Jutt Vi:iting, wbich was released in the
United States in April u oor. The nature of this overwhelming success
continues to am?ze, and like all similar pop-culrure phenomena, no
one knows the true reasons for the craze. Like Luc Besson's The Big
Blue and Jeat-Jacques Beineix's Bexy Blue, word of mouth resulted in
enofmous success.

Born in r945, Jean-Marie Poir6, son of Alain Poir6, a successful lilm
producer, began his career as lirst assistant to the operator of the
Gaumont newsreels. Latet, he worked for directots such as Claude
Autant-Lara, Edouard Molinaro, and G6rard Oury. One of his most
providential moves was to cast actress Josiane Balasko, who connected
him with the increasingly popular caf6-th6dtre actors L'Equipe du
Splendid. In the early r98os, he coauthored Men Prefer Fat Girl: (k:
hammes pty'Jirent les groxa, r98r) with Balasko. Similar to what Patrice
Leconte did with Frsnch Frial Vacatian, Poir6 adapted the group's latesr
comedy, fu Pire No?:l elt une ardure, inspiring the Hollywood remake
directed by Nora Ephron, Mixed N ts, it 1994. Le Pire Nab/ tnmedr-
ately became a hit in r98z and rernains to this date one of the most
celebrated comedies in France. Since rhen, Poir6 has regularly cast
Christian Clavier, Gdrard Jugnot, Thierry Lhermitte, and Josiane Bal-
asko in his fi.lms. But it was only in the r99os that Poir6 was able to
make history ar rhe French box office by successively achieving top
box-grossing rccords Ophatiln Camed-Bed $99t), The Visitors, Tbe
Guardian Angeh (La anges gardiens, r99j), and Tbe Conidars of Tme:
Tbe Visitan ll.

Although nor quite the social phenomenon of Poir6's comedies,
Francis Veber's Tbe Dinner Game (Le d?na de coxs, 1998) was no less a
commercial success. Adapted from his own stage comedy, which was
directed in 1993 by Pierre Mondy at the Th66.tre des Vari6t€s with
actors Claude Brasseur and Jacques Villeret, Tbe Dinter Gamc lxcarr'e
a huge success at the box of6ce and won C6sars for Best Actor (facques
Villeret),a' Best Screenplay (Francis Veber), and Best Supporting Actor
(Daniel Pr6vost). Not surpringly, the rights to Tbe Dinner Game have
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been sold to DreamVorks for the announced American version, entr-
rled, Dinner for Schrwcks (zooz) to star Kevin Kline and Steve Martin.

A master of French high-concept comedy, Francis Veber (b. 1937)
has always displayed a talent for comic scenarios. FIe wrote some of
the most memotable scripts for stand-up comedian Guy Bedos. Ve-
ber can be best characterized as the French filmmaker or artist who
has been, like Robert Bresson-although working in a radically dif-
ferent senre-one of the most studied and imitated. Veber was one
of the wtiters of La cage aux fol/es and cowrore the American remake,
The Birtlcage. Although Veber's productions have been consistently
disregarded (in retms of critical consensus), Hollywood producers
have repeatedly purchased or bortowed his ideas for American re-
makes. These include films such as ?Ds Mar uitb Oxe Red Sboe
(rq8:), a remake of The Tall Bland Man pitb One Blach Shae (Le

graxd blaxd atec une cbauxare ttzire, r9J2), My Fatber tbe Hffo (1994),

a remake of Mon pire ce hdrot (1988): The Tol (t982), a remake of Le
jouet (1976); Tbree Fugitiaes (t98), a remake of Lu fugitift (19861;

and Father't Day (t<191), a remake of Les compires (1983). N(ith eight
frlms remade in Holll.wood, Francis Veber has since declared resi-
dence in California, where he released his latest production, 7r€

Clovt (Le placard, zooo).
An insightful journey into social-class differences, identity misun-

derstanding, and arrogance characterize Veber's work. Indeed, for
twenty years Veber has relished in associating on screen unlikely and
antagonistic main proragonists with divergent personalities-all for
comedic purpose. The Dinner Gante tells the srory of Piene Brochant
(Thierry Lhermitte), a successlirl and atrogant publisher who organizes,
with otber well-off executive friends, a weekly practical-joke nicknamed
cliner rJe cans. The rule is simple enough: the winner is the one who
finds, invites, and sponsors the most stunning "idiot" for one evening.
The uninfotmed guests are led to believe that it is their honor to share
rheir hobbies and leisurely pursuits. Brochant makes the acquaintance
of FranEois Pignon (|acques Villeret), a humble financial controller at
the Department of Finance, who spends most of his time building
models of towers and bridges out of matchsticks (his Eiffel Tower uses
e\actIy 146,422 matches). Brochant believes he has found the perfect
"idiot'' for the oext competition. Deluding Pignon with rhe idea of
publishing a book on his marchstick masterpieces, Brochant manages
to invite him to dinner. But shortly after, Brochant hurts his back
while playing golf and must cancel the dinner party. Unfortunarely, it
is too late and the guest is at the door of his lavish Parisian apartment.
Pignon, however, insists on staying in order to help Brochant, result-
ing in a sequence ofcatasrrophic events that leaves Brochant's sheltered
exisrence a wreck. Pignon desperately attempts to asround his new
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friend, whereas Brochant, appears more and more malicious in his
voracious need for amusement at the expense of Pignon. Brochant's
wife, Christine (Alexandra Vandernoot), leaves in ptotest of the cruel
sport, announcing her decision for an immediate sepatation. Devas-
tated at the idea of having sent his wife inro the arms of an ex-lover,
Brochant is at a loss. To compound his predicament, Pignon offers his
services and agrees to play the role of a Belgian frlm producer in order
to find out whether or not Christine is with Brochant's old friend, Just
Leblanc (Francis Husrer). As the attempt fails miserably, they both
find out that she may be wirh Pascal Meneaux, a notorious Parisian
womanizer. Unexpectedly, Christine changes her mind and comes
home, only to find Pignon, who sends her away, mistaking her for
Marldne (Catherine Frot). Brochant's mistress. \fhen Marlbne enrers
the apartment soon after, Brochant realizes that Pignon has thrown
out his os.n wife. Pignon's primary intrririon was to lend a hand in
every way he possibly could, but he is seemingly a magnet for every
mix-up and injudicious decision. Convinced that his wife is now with
rhe famous advenis.ing tycoon Pascal Meneaux, Brochant is discour-
aged since he does not know Meneaux's address. With the help of
Cheval (Daniel Pr€vost), Pignon's cynical colleague, who supervrses
Meneaux's tax audit, they obrain the address. The plot generates even
more momentum toward its climax, when a visit to Brochant's by the
tax auditor 6nds all of Brochant's undeclared artwork in a back room.
Pignon then learns that Meneaux is not in the company of Chrisrine
but rather Cheval's wife. In conclusion, ov€r the course of the night,
Pignon essential.ly devastates Brocbanr's marriage, inadvertently invites
Brochant's mistress over, and discloses his private and undeclared art
collection to an overzealous tax inspectof. The story, as expected,
provides a moral ending, allowing Brochant ro learn a lesson about
using spitefulness as malicious entertainment:

Reminiscent of the popular com6die de Boulevard deat to Georges
Feydeau, this fast-paced comedy of errors contains all the essential
elements of the ttadirional farce: odd-couple relationships, misraken
identities, near collisions of people who should not meet, slapstick
physical humor, situational absurdity, and shrewd wordplay. Assem-
bled as a screwball comedy, Tbe Dinner Game relies heavily on timing
and a continuous intensiGcation of comic momentum. For each prob-
Iem rhere corresponds a solution, but Pignon and Brochant are cleady
unable to remedy the situation as they create more chaos by the
minute. The two protagonists thrive to surpass each other's limitations
and eventually find common ground at the conclusion of the story
(rhis may explain why chatacters like Pignon subconsciously remind
viewers of Jerry lewis, perhaps one of the most beloved Amencan
comics among the French). The humor is imaginative and unapologec-

FRENCH CINEMA
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ically idiosyncratic and can be viewed as an antidote to the Gallic

predisposition to wry comedies, even with the presence of a nonsentt-

mental ending. Modestly staged in high-sitcom style, rhis low-budget

producrion reveals Veber's ability for effective stage direction as well as

the artistry ofthe actors themselves. The presence ofthe one-room apart-

ment setting, the use of the telephone as a comic device, and the depen-

dence on rich and elaborare dialogue are all evident signs of the

theatrical genesis of this film. (On stage Jacques Villeret played the

comedy more than 9oo nights.) In particular, Villeret gives the char-

acter of FranEois Pignon a true presence, a bittersweet emotional life,

and an understandable desire to be accepted by his new acquaintances

rather than making him a two-dimensional object of pity or ridicule-

\fith the resounding successes of 7Da Dinner Gane and Tbe Vi:irort,

character comedies made a spectacular comeback. The trend conrinued

with Hervd Palud's hit, An Indian in the Citl (LIn indien dans la lle'

1994), scoring over eight million spectarors and distributed through

43 countries since then. NTith 5,5 million tickets sold, Josiane Bal-

asko's Frencb Twist (Gazon maudit, 1995) was nominated for Best

Foreign Film at the 1996 American Academy Awards, and Jean-Marie
Poir6's Tbe Gaardian Angels, wtth the team of Depardieu and Clavier,

remains one of France's most successful productions.

THE NE$(/  FR.ENCH CINEMA-LEJEUNE CINEMA:
MATHIEU KASSOVITZ AND ERIC ZONCA

Mathieu Kassovitz (l:- ry61].' son of Iilmmaker Peter Kassovitz, began

his movie career as an actor betbre stepping behind the camera He can

be seen in roles such as the ephemeral apparirion in the initial scene of

Jean-Pierre Jeunet's The City of Lo:t Children, as the lead in Jacques
Audiard's.21 Self-nade Hera (Ut hiras trir dircret, ry96), in international

productions such as Luc Besson's Tbe F ifth Eleruent (Le cinquiime 6ldnmt'

1997), his father Peter Kassovitz's JaLob tbe L)at (Jakttb le menteur'

1999), and most recently in Jean-Pierre Jeunet's Amilie. But it is not

so much his acting career as his contributions as a director that have

helped to create the new French cinema. Ie jeute cinima. Of special

importance is his film Hate (L'a haine, 199). His filmography also

rnclud,es Cafl au Lait (Miti:re, 1993), As:a:sin(:) (t997), and The (nm-

son Rhers (Let ririir"r paurlret. 2oao\.
Hate managed to carry off its premise and characters with amazing

visuals and a self-conscience aesthetic, combining varied camera angles

and black-and-white lighting. When Hate was first screened in French

theaters in 1995, it caused mixed reactions among audiences as a result

of its purposefully ambiguous exploration of escalaring racial tensions.

The story was seen by some as a truly eye-opening account of life in
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troubled communities outside Paris, and simultaneously was criricized
by others as a vicious commercial misuse of the same issue.

In a Parisian ltanlieue (subwrb), racial tensions and urban violence
explode in reaction ro police brutality. Most young people of the
surrounding low-income housing projects have sporadic altercations
wirh the police. Unemployed, with no real tangible economic indepen-
dence, rhey survive through a routine ofpemy crimes and drug dealing,
and consequenrly serve time in prison. This becomes a badge of honor
while handguns are deemed wirh the highest regard. As a result, riots
and genefal chaos emerge to protesr against the increasingly epidemrc
poverty. Abdel, a sixteen-year-old teenager, is near dearh in a hospital
after being beaten during a police interrogation. His friends Hubert
(Hubert Kound6), an aspiring boxer eager to escape the violence and
the hanlieae he lives in, Said (Said Taghmaoui), a small-time crook,
and Vinz (Vincent Cassel), a rash character who alternates between
turbulent temper and an emotionless state, learn that Abdel is in a
coma and might not survive. The film is the journey of rhe rhree
baalieusards in Paris during their twenty-four-hour srroll as they
heighten hosrilities among each other and seek their own juscrce.
Vincent confesses that he has a handgun, a chrome-plated Smith and
lTesson .44, that was lost by a police officer during the riot. Each of
them feels the thrill of power. During their Parisian spree, rhey man-
age to sneak into an art gallery vernissage, from which they are larer
expelled, rvinding up in a confrontation with a gang of skinheads
before stealing a car. Vhile sitting in front of the Eiffel Tower, the
most idealized monument in France, Hubert. more mature rhan his
friends, relates an anecdote he once heard from an old rabbi, about a
man who fell off a skyscraper: on rhe way down, he says to himself,
"So far, so good." The line seems to 6t the protagonists in the suburb:
so far, so good. But how will they land?

Later, Sard and Hubert are picked up by the police and torrured by
an unsciupulous cop, v/ho wants to reach the coercive technique of
terrorization to his new partner. Ironically, while the banlieue is an
austere bartle zone of impending misfortune, a commercial srreer bill-
boatd illustrating Planet Earth says Le monde e$ ) rlus (The world is
ours). During their aimless wandering through eady morning Paris,
the young men learn that their friend Abdet has died in the hospital.
Hubert and Said worry that the news will enrage Vinz. alrhough by
now it occurs ro rhem rhat Vinz does nor wanr to kill anyone; he jusr
does not know how to deal with his growing frustration. Returning ro
the banlieue, they are inrercepted by a police patrol. During rhe checK,
an ofFcer unintentionally kills Vinz. Hubert seizes Vinz's .44 and
holds it against the officer. Suddenly, a gunshot is heard.
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Huben Kound€ (Hubert), Said Taghmaoui (Said), and Vjncent Cassel (Vinz) in
Machieu Kassovitz's Hak (l,a hdne, r995), (Courtesy ofBIFI,'O Productions Lazen-
nec).

Constructed as a visual time bomb (the gunshot is the very last

frame), Hate was one of the most eagedy anticipated screenplays at the

1995 Cannes Film Festival. Although focusing on the Iives of three
youngsters in a twenty-four-hour period, the ultimate implication of
this film went beyond the conventioflal documentary. The rendering
of today's generation of aggravated, disenchanted youths shows that

violence in itself is a reaction to social powerlessness. Seemingly aim-
less, their solidarity lent the hlm both incongruity and poignancy.

Presented by Jodie Foster and Egg Pictures Film Company, Hate drcw

an austere visual rendering of the grim reality of Frcnch ban/ieuet.

According ro Phil Powrie, Kassovitz's production was "undoubtedly

one of the major 6lms of the r99os by its focus on contemporary issues

of youth alienation, and accordingly much attention was lavished on

it, extending ro government ministers watching it as to understand
what might be ailing the disaffected youth of the banlieau."aB

One of Kassovitz's strengths is keeping situations genuine and char-

acte6 authentic. Hate neither glamorized nor trivialized its anxrous

antiheroes, and although some characters may have appeared more in
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focus than others, no one is seen as a stereotype or as an uncompromis-
in8 character, with the exception of the local-police oficers. Through
rhe device of intensive characterization, the film brought a sense of
impulsive realism. Occasionally, this realism was used for comic relief,
as when the thtee young men instigate a vigorous exchange, which
quickly becomes a dispute, at ahe art gallery, and end up in rhe srreet.
Hate also portftys the protagonisrs' intensity wirhout dwelling on
emotional values, and at the same time underscores their limitation
without being condemnatory. This is whar made the film thoroughly
engaging and compelling. By sharing twenty-four hours in each char-
acter's life, and detailing each of their personalities and their relarrons
with one another, the frlm helps viewers come to realize the process
through which the uDfortunate protagonists arrive at their 6nal predic-
ament and become caught up in rhe passion of the inferno that merci-
lessly surrounds them.

Hate belongs to the category of 6lms in which script and direction
are so ofl-target that it appears difficult ro evaluate the real quality of
the actors (although Vincent Cassel already had extensive acting and
directing credits in France).oe Besides the evident acring talent of most
of its nonprofessional actors, the good reception of the movie essen-
tially relied on its simplicity: i1ale consists of a series of evenrs, not
quite a homogeneous plot. Kassovitz approached his canvas io an
Expressionist manner, as rhe lilm includes many characters and several
natratives told simultaneously. However, the major strength of the
opening narration helps draw audiences quickly inro the srory. This
alone revealed Kassovitz's creative abiliries, since he did not concen-
trate so much on the narration and plot as he did on characrer devel-
opment and atmosphere. The result is an insightful, thematic film,
even if the themes are ostentatiously involved. The film benefits from
a sound script and direction, which capture the look, feel, and grirry
language of the ban/ieae with real compassion.

Hate is also an introverted inquiry of the different lines of social
power. Vhat appears fundamental is the avr'areness that the three
youths, representative of most French suburban areas, emerge ar rimes
alienated from one another, not so much by ethnic background and
religious identity but by a simpler separation of those who have power
and those who do not. Vhen Vinz gets hold of the gun, he too is
convinced that he can shift rhe balance of power. Vincenr Cassel
captures the hosrile feelings teens have for adults and society, their
street smarts) and code of honor among friends. The account is a
tiveting and intense denunciation of urban predicaments and police
brutality, seen rhrough the perceptive sensibilities of youngsters who
are inclined to violence. In this Parisian suburb, racial bigorry, al-
though never openly realized on rhe screen, is omnipresenr but subtly
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so, and while the impression of racial anxiety and desPondency Per-
vades each and every shot of the Parisian journey, the tepresentation of

the heroes' spiritual psyche (hate, opportunism, and nonviolent concil-

iation), help the viewer to sympathize with the impending tragedy of

the heroes.
By tL95, Kassovitz was already a director of promising talent His

expeft camera work, character-driven story lines, and incisive dialogue
tn Hate and Caft au Lait recalled the best 6lms of Spike Lee and

Quentin Tarantino. In addition to Scott Stevenson's editing (mostly
jump cuts, "argumentative" intertitles to lead the audience, and

prompt zooms), the omnipresent montage faithfully renders the boil-

ing passion that grip Vinz, Hubert, and Said. Each ftame is seemingly

filled with implications of which the characters are nor aware. The film

constantly moves in the rhythm of real time. Cinematographer Pierre

Aim's camera jumped and tracked down its leading charactets, bur

never really called attention to its own technical feats of skill. The

rematkable illusory-v.isual minimalism, a series of deceiving kinetrc

exploits, marked the emergence of Kassovitz's new style. He used a

handheld camera and indulged in a certain-perhaps fashionabie-

stylistic looseness thar corresponded to a tragic, deterministic narra-

tive. The black-and-white cinematography of Flale suggests cindma-
v6rit€, and captui€s the raw energy of the streets by using real locatrons
along with hyper realistic dialogue (the latest French urban slang).
Interpreting the linguistically "insubordinate" dialogue was undoubt-

edly a rather diflicult undertaking for English subritles' authors Alex-

ander Vhitelaw and Stephen O'Shea. Their translation, however,

successfully made the most of American rap lyrics in order to bring a

certain level of comprehension to US audiences. Kassovitz made excel-
lent use of music (Iam, FFF, McSolaar) to create tension and to echo
rhe action. As a result, the art direction turned out to be a vivid,
dynamic wotk that truly crossed the boundary between entertainment
and art. This aspect of new French cinema clearly morivated the chorc€
of the 1995 Cannes Film Festival Jury for Kassovitz's directing debut:
the prize for Best Ditector at the 1995 Cannes Film Festival as well as

the :.996 C6sars for Best Film and Best Editing (Scott Stevenson).
For new and emerging French directors, such as Kassovitz, Eric

Znnca, C€dric Klapish, Olivier Assayas, and Dominik Mol.l, a new rype

of lilm directing had to fashion heroes whose Iives heavily relied on a

mundane, almosr monotonous type of happiness. One of the best

examples of these successful Elmmakers is Eric Zonca. Born in Od6ans

in ry56, Zonca came to Paris to study acting when he was only

sixteen, and at the age of twenty he moved to New York City to

pursue a new chapter in his apprenticeships in dance, theater, and
documentary filmmaking. After working odd jobs on both sides of the
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Atlantic for many years, he returned to France, and it was only at age
thirry that Zonca entered the lilm industry where he secured an ap-
prenticeship. He became an assistanr, then a director of TV commer-
cials and television documentaries, and later made three shorts (Rlrar.
r99z; Eternelles. t99q; ao<l Seuk, 19971. For the producers as weu as
rhe lilm crirics, the result was unambiguous. For each short, Zonca
displayed maturity in his delicate and desperare studies of rhe human
condition.

Zonca has clearly established himself as one of rhe most significanr
and farsighted new filmmakers in French cinema. In comperition at
the 1998 Cannes Film Festival, Zonca's 6rst full-length feature, Tbe
Dreanzffe af Angels (La rie r0y6e du aagey t998), earned the prize for
Besr Actress (Elodie Bouchez and Naracha R6gnier). In 1999, ir went
on to win Cisars for Best Film and Besr Actress (Elodie Bouchez), as
well as the C6sar for Most Promising Young Actress (Natacha Reg-
nier). Bouchez and R€gnier repeated their Cannes success at the Euro-
pean Film Awards. In 1999, Zonca released a second feature, The Little
Tbief (l-e petit uoleur), which premiered at the 1999 Cannes Festival.
His latest contribution was rhe script for Virginie \Yagon's Tl:e Secret
I* rccret, zooo\.

In the opening scene of Tbe Dreanzffe of Angeh, which recalls Agnbs
Varda's heroine Mom. h Vagabond (Sans toit ni loi, 19851, rwenty-year-
old Isabelle Tostin (Elodie Bouchez)'" arrives in Lille in rhe middle of
winter rvith a backpack and bedroll, expecting to stay with a friend.
But since her male friend has long moved on, in order to survive she
must sell handmade cards on the street and in the bars of the ciry. The
next day, she linds a job as a seamstress in a sweatshop. There she
meets Marie Thomas (Natacha R6gnier), a hard-edged woman con-
stantly caught between a lack of affection and a fearsome revolt against
life. Since Isabelle does not have a home, Marie temporarily invites her
to share her apartment. (She actually stays in the apanment while the
owner and her daughter, Sandrine, gravely injured in an auto accident,
are in a coma at the hospital.) Isabelle moves in with her, and stays on
even after she is fired for inefficiency and for her tempestuous free
spirit. Shortly after, Marie quits. Due to rheir mutual solitude, their
friendship takes on a new dimension, as both their lives are thrown
together by difficuh citcumstances, and the two kindred spirits rapidly
become inseparable. They wander at night, provoking random men in
a mall as well as two learher-jacketed bouncers at a local nightclub,
Fredo Qo Prestia) and Charly (Patrick Mercado). lfarm and good-
natured beneath their brusque exteriors, the two rnen later become
attracted to the girls. Generally at odds with those around her, Mane
somehow becomes attached to them and begins dating physically
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Elodie Bouchez (Isabelle) and Natacba R€gnier (Marie) in Eric Zonca's Tbe Dreanlife
af Angelt (La uie ritde dar anget, 1998), (Courtesy of BIFI/@ Productions Bagheera).

unattractive but affectionate Chady. Marie is apprehended in a depart-
menr srore while artempting to steal a leather jacker, but Chnss
(Grdgoire Colin), the son of a wealthy nightclub owner, spontaneously
tescues her from the police, volunteering to pay for the jacket. In-
stantly hostile to the untrustworthy individual, her emotional barners
fa1l. She pretends for a while not to attach any great signilicance to his
generosity, but decides to see him again. Chriss takes her ro the hotel
owned by his father, and an intimate relation, although tempestuous
ar times, begins. Immediately in love with Chriss, although aware that
he has other gi friends as well, Marie loses touch witb reality and
deludes herself into be.lieving thar she and Chriss can make a life
togerher. But the differences that make their friendship also threaten
its fragile balance. In the meantime, the wairressing-job prospect that
Marie and Isabelle both expected turns out to be only sandwich-board-
jobs distributing flyers in the street on roller skates, Only Isabelle
accepts the humiliation, while Marie grows bitter. One day, Chriss
stops by the aparrmenr to inform Isabelle that he no longer wishes to
see Marie and asks her to transmit the news. Isabelle musr now face a
difficutt challenge: Ietting her best friend know about the illusion of
her relationship without hurting her feelings and jeopardizing their
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friendship. Her rapport with Marie soon begins to unravel. Meanwhile,
Marie enters a self-destructive phase; she no longer displays intervals
of lucidity. She becomes increasingly withdrawn and emotionally se-
cluded. She does nor understand Isabelle's lifestyle, in particular, the
hours she spends at the hospital keeping company with Sandrine while
holding her hand to assist the young gir.[, who apparently has no other
visitors. Isabelle, knowing how devastating the news will be, tells
Marie of Chriss's decision. Marie, in despair, commits suicide. Back to
her initial life of solitude, Isabelle gtxs to another factory to assemble
electronic components.

Wirb The Drcarnlife of Angels, the "great plot versus great charac-
ter" debate seems irrelevant. The characters are in service to style,
and the result is a movie adhering to the classic rules of storytelling.
Zonca's minimalist script direcrion never interferes with rhe perfor-
mance of the actors, who work with a great deal of self-
abandonment. The narrative develops around two young wofking/
idle women of contrasting temperament: Isabelle, with her animated
face that reveals her youthful optimism and slrvival instincts (even
though all her possessions fit into a backpack) conveys a childlike
sense of discovery, while the unenthusiastic and rebellious Marie, al-
ways reluctant to show affection, indirectly persuades the viewer that
Isabelle would be enthralled with someone as introverted as she is
outspoken. Although some argue that Zonca cleady displayed more
interest in the character of Isabelle (due to more screen time), and
consequently utilized Marie literally as a ''suppofiing" funcrion to
prop up the fllm's dramatic dimension, the real qr.rality of the movie
must be found in its treatment of relationships (especially the ill-
fated friendship between these two women). I(hile shooting the
lilm, Zonca neither moderared his approach nor mainstreamed his
visually striking vision, as he explained the method (or more pre-
cisely, the absence of method) for his inspirarion:

It is from these two encounterc, from rhese rwo feminine characters,
that I built my story. It took me two years to write it and to develop ic
from the initial four-hour project co what the film actually is today. My
approach to the text is mainly a visual one. The starting point of my
scenarios is always my imagination. Any didactic approach does not
suit me. I do not start from a theme or a aheoretical point of view;
rathet, I let myself be guided by my only imaginative inspintion. The
introduction of the signifrcance and cohereoce is a device tha! occuts
after a intuitive phase randomly initiated.t'

This sincere assertion shows the director's inclination toward
straightforward communication of motions and confirms that the final
version of Zonca's scenario surfaced in rrost-production- The well-
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defined main chatacters are shaped and highlighted by Zonca's lucid

and economical screenplay. As for the dialogue (wtitten tty Zonca and.

Roger Bohbot), it is reminiscent ofthe ourspokenness of Eric Rohmer's

scripts. Although most of the characters' discourses tak€ up litrle

screen time, they are comFlex enough to maintain a lrue sense of

realism. \X/ith its courageous plot, ultimately about the Power of

friendship and the disastrous coffequences of unwanted solitude, the

film tells a tragic tale with great attention and compassion. Seemingly
photographed with minimal technique by accomplished veteran cine-
matographer Agnbs Godard, the deceptively casual rhythms of the

film-each scene reaching the perfect balance between a controlled
and naturalistic outcome-won over the audiences at Cannes. Godard's

unassuming camera work involved frequent close-ups, natural light

set-ups, and the aforementioned cinema-verit€ techniques to impart a

genuine organic feel to the film. Additionally, the cinematogtaphy,
efficienrly done with super-r6 cameras, allowed for more visual agility

in the pseudodocumentary format; rhe Srainy film stock added con-

vincing realism to the actots' performances. The photography accom-

panied the peformances with austere, washed-out pastel hues, adding

a dour atmosphere to the narrative but ultimately offering "cheerful"

blues ro counterbalance the bleak world of saturated whites. Although
highly sophisticated characterization remained the strong elemenr of
the narrative, the atmosphere, authenticated by the score of Yann

Thiersen, was equally eloquent in Zonca's cinematography
One of the challenges for the new French cinema is ro combine

authentic ideas and feelings wirhouc failing to putsue ideas artisrically

to their end. The Dreamlife of Angeh offers glimpses of a story that

exists in the imagination as rvell as in daily life, and it is not necessar-

ily dependent on the established realism it means ro Promote Yet

Zonca refi-lses to emotionalize his characters beyond what is necessary,

taking the narrative to an unusual level of truthfulness and conse-

qu€ntly realism. \Thereas many detractors could indeed argue that the

film is merely about rhe dreams and illusions of young working-class
womeo and abour their emorional struggle when a man comes between
them, the intensity of the film's aesthericism proves iust the opposite.

In facr, the picaresque elements that displace the psychological inter-

pretation of the characters give the story a highly realistic image and

display a true ability (at least for a rnale) to enter the female psyche.

Zonca ptesents a uniquely touching rapPort that essenrially modifies

both women's awareness of exisrence, as Marie and Isabelle are both

imagining a better life for themselves, making this psychological

drama the kind of lilm that the French have always rhrived in making.

The utter sense of realism is often heartbreaking to witness as Marie,

allected by her uncommunicative mind-set and unsenrimental spirit,
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quickly spirals inro a violent emotional descent. Moreover, despite the
same film critics' disapproval-in particular, rhat the character study
takes a ptemature and unnecessarily melodtamatic turn-rhe dynamic
between the two central characters remains the kev comoonent of the
6lm's success among French audiences. The movie is alout rhe pe.-
manence and the disruption of a friendship. Zonca's zealous passion for
the splendor of the quotidian is reminiscent of Tbe Four Hundretl Blaws
in rhe way rhat it represents two peopLe spellbound by the burdens of
reality as they live (though temporarily) amorally, stealing what and
where they can as well as the prewar poeric-realism concept with its
srream of the "Popular Front" picturing rhe tragic destiny of herorc
loners.t '

The ritle casts a reservation on the actual ending of rhe lilm (who is
dreaming, and who are the angels?), and the viewer is left to wonder
if the title of the 6lm should be understood as "Life Dreamed by
Angels." Indeed, rhe heroines'dreams never come into focus: there is
no dream life, and there are no angels in the narrative. Tbe Dreanlife af
Angek leaves an aftertaste of irony since not only is the narrative about
veracity and realism, bur both girls appear to be unsophisticated.
Irritated by the idea that Isabelle constandy fantasizes abour a better
life away from poverty, Marie says to her: 'You're torturing yourself,
and you dream a lor." However, the only moment that the characrers
dreams come into view in a rather concret€ manner is when Isabelle,
in return, writes a farewell note to her friend: "I wish you the life you
want, the one you're dreaming of, each day, each second." The note
will never be read in time, and Marie's chaotic obsession is never fully
explained. Yiewers who address the issue of Isabelle's plight without
having the oppomunity to verify the lilmmaker's intent will of course
be qu i re  l im i red  in  rhc i r  apprec  ia r ion .

Wirh just three full-lengrh feature films ro his credir, Zotca appears
to possess one of the most compelling visions of contemporary social
discourse. His narrative about life is practically isolated in reflecring a
sense of discomfort in today's sociery. Since his works display the
outward signs of visual invention and an evident revelation of rhe
inner investigation of the meaning of 6lm language as sign, Eric Zonca
will most likely be one of the hisroric icons of the presenr century, as
his 6lms will have an effect on other filmmakers. both mainstream and
avant-garde.

THE DIGITAL RXVOLUTION AND THE HIGH-
DEFINITION SYSTEM: PITOF

The high-definition digital system made its shooting debur in France
in May zooo, with Vidncq, the 6rst roo-percent digitalized lilm (before
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George Lucas's second episode of Star '{/ars).1} Vidacq was the frrst

feature film of Jean-Christophe Comar, also known as Pitof (City of

Lox Children, Alien I\4. This thriller takes place in r83o Paris and

narrates the story of Vidocq (G6rard Depardieu), a legendaty Paristan

detective, who disappears while fighting against the Alchemist, a

ruthless serial killer responsible for several crimes in the caPital. On

rhe brink of death, Vidocq asks the murderer one last favor, which is

to reveal his identity by removing his mask. Following his death, a

young journalist, Etienne Boisset (Guillaume Canet), who sweats to

avenge Vidocq, tries to solve the mystery surrounding his murder. The

most insane rumors begin ro spread all over Paris, asserting that the

killer, a man without a face, could very well be the reflection of
the soul of more than one hundred faces.

The digital camera used in the lilm is the Sony HDF-F9oo, which

unequivocally is meant to replace the traditional ]5mm cameras, al-

though ir is no longer incompatible with the older format. Before the

advent of digital cinema, due to the overpowering heaviness of the

3jmm camefa, the complexity of operating it, and the necessary tech-

nical support, frlmmakers had to overcome countless obstacles to real-

ize their projects. Soon enough, digital cameras will be light enough

ro capture images from the comfort of the filmmaker's hand and at the

complete disposal of the artist, in part due to the seParation ot the

monitor and the lens, which allows greater manipulation and motron

freedom. Fifty years after the invention of the concept of the camira
tylo, a second revolution in cinema has arrived (in other words, the

reinvention of the "camera-pen"). Although problems rvith funding
and distribution will still be part of the production process, it is clear
that filmmakers will gain considerable initiative in their choices, con-
trol, and especially artistic vision, virtually as if they were to hold

their own pen in the palm of their hand. In short, this means no more

celluloid lilm stocks, but instead high-resolution video.
As a universal format (two million pixels), the new system is com-

patible with television and film, and stands as a maior srep forward for

the international-lilm industry as well as for the world of science.
Broadcast and television companies are collaborating on a time-saving,
cost-efficient high-definition film process that offers lilmmakers daily

video viewing and optical transitions inserted for preview screenjngs
in high de6nition. The history of the development of cinematographic
techniques, as in television, is really viewed as a quest for greater

realism. With rhe progress in image qualiry and sophisticarion of

techniques, general audiences have become more aware and educated,
and consequently more passionate and demanding in terms of visual

and sound requirements (e.g., colorizarion of old black-and-white

films, and the commercial success of the DVD system and home
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G€rard Depardieu (Vidocq) and Ines Sastre (Preah) io Pitof's Vidocal (2aat), ('out-

tesv of RF:K Prodr.rctions).

theaters). The pace of high-deflnition technology is accelerating each

year, and by zoo5, it is expected that more than ro Percent ot homes

in Frunce und ,o p.t..tti of all European homes will subsctibe ro

digital services,-Thi, 
high-d.fini.ion system teduces costs, saves time, and provides

a ,er.,lt thut gives flmmakers an equivalent if not bemer rendering

(mainly through suPerior Preview screenings) than film; and in parric-

ular, ii providis the ability to recognize defects and shooting predica-

menrs imme.liately. One signilicant advantage of the new system is

that the cinematographer and the director can view takes at rhe shoot-

ing location itself, and consequently avoid waiting for rushes (formerly,

mlnitors could help the director in the framing of the rakes, but could

not reveal the quality of the photography). The new system allows

technicians to ,i-urt.. a film digitally, store it in a computer, rhen

screen it via a digital proiector' Virtual montage also allows editors to

manipulate-through disc recording and compurer memory-images,

spe.iul effects, lighting, sound track, and sequencing at will Conse-

quently, the movle is siored via the desired sequencing of scene, which

pr.r.trit u major advantage: a reduction of time in the editing room

und cost for post-production. In addition, several versions of a lilm can

Oplosite: Piaols V acr1 (.Yidacq, zoor). Sequence 32 representing a view of nrne_

reenth-century Paris nith lirsr a sketch from J6r6me Fournier (Matte Painrer) then

its corresponding view in 3D and lasdy the frnal version in digital video, (Courtesy

of RFzK Productions).
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be shaped without having to recut the entire film stock and remix rhe
sound from the start. The fast-developing systems of producrion using
digitally processed images have already significantly reduced post_
production costs, and consequently are meant to allow .non-

ptoducing" markets to build self-sufficient production srructures
customized to their own cultural resulations.



Abbreviations

ACE All ianceCindmatographiqueEuropdenne

ACI Alliance du Cin6ma Ind6pendant

AEAR Association des Ecrivains et Artistes Rdvolutionnaires

BIFI Bibliothique du Film

CFDT Confdd6ration Frangaise D6mocratique du Travail

CGT Conf6d€ration G€n6rale du Travail

CLCF Comit6 de Lib6ration du Cin6ma Franqais

CNC Centre National de la Cin6matographie

CNR Conseil National de la R6sistance

COIC Comit6 de l'Organisation de l'Industrie
Cin6matographique

CSA Conseil Sup6rieur de I'Audiovisuel

EEC European Economic CommunirY

FEMIS Ecole Nationale Supdrieure des M6tiers de I'Image et du

Son

FtN Fronr de Lib6ration Narionale

GATT General Agreement on Tariffs and Trade

GFFA Gaumont-Franco-Film-Aubert

IDHEC Institut des Hautes Etudes Cin€matographiques

MGM Metro-Goldwyn-Mayer

MIF Mouvement de Lib6ration de la Femme

MOMA Museum of Modern Art

ORTF Offlce Radio Tdl6vision FranEaise

PCF Parti Communiste Frangais

RKO Radio-Keith-OtpheumCorporation

RPR Rassemblement Pour la R6publique
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SCAGL Soci6t6 Cin6matographique des Auteurs et des Gens de
Lettres

SEG Soci6t6 des Etablissements Gaumonr

SFP Soci6t6 Franqaise de Production

SMIC Salaire Minimum Interprofessional de Croissance
SNEG Soci6t6 Nouvelle des Etablissements Gaumont
SOFICA Soci€tis de Financement des Industries

Cin6marographiques et Audiovisuelles

SOGEC Soci€t6 de Gestion et d'Exploitation du Cin6ma

SRF Soci6t6 des R6alisateurs de Film

STO Service du Travail Obligatoire

TNP Th66tre National Populaire

UDF Union pour la D6mocratie FranEaise

UFA Universum Film A.G.

UGC UnionG6n6raleCin6matographique

\0TO Vorld Trade Organizar ion



Appendix
Au;ards and Box Office

A\TARDS FOR FRXNCH CINEMA AT THE CANNES
FILM FESTIVAL

t946
Grand prix for Jean Delannoy's I'a symphanie pastarale (ex-aeqwo)

SpecidJury Prize for Ren6 Cl6ment's Battle of the Rails (La bataille da

rail)
Besr Director, Ren6 Cl6ment for Battle of the Raik (La bataille du rail)
Best Actress, MichEIe Morgan for Jean Delannoy's Ld rymphznie pa[ta-

Best Music for Georges Auric for Jean Delannoy's la sltr'phanie pa 0-
rale

r947
Grand prix for Jacques Becker's Antoine and Antoinate (Antoine et Ax-

toinette)
Grand prix for Ren6 Cl6ment's The Damned (Les nzaudits)

r9+9
Best Director, Rend Cl6ment for The Wallt of Malapaga (Au-deli du

grilkt)
Best Set Design for Claude Autant-Lara's Look Ailer Amelie (Occ&peiai

d'Amilie)

195r
Best Music, Joseph Kosma for Marcel Carn6's Juliette or Key of Dteatns

luliette oa la cli dzs :ongu)

r952
Special Jury Prize for Andr6 Cayatte's Vy'e Are All Murderers (Nous

tomaet tt)u! det atsassins)

Besr Director, Christian-Jaque for Fan-Fan the Tulip (Fanfan-14-T&lipe)
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Grand prix du festival internarional du film for Henri-Georges Clou-
zot's lVages c,f Fear (Le vlaire de la peur)

Besr Actor, Charles Vanel for tl[/aget of Fear (Le ralaire de la peur)

\954
Best Direcror, Ren€ Cldment for hlonsieur Ripoix
Prix internationatrx (Inrernational Recognition Award) for And16 Cay-

arte's Before the Deluge (Auant le ddluge)

r955
Best Director, Jules Dassin for Rffi (Du riff. chez let bommet) and

Serge Vassiliev for Le blrat de Chipka (Bulgaria)

r956
Palme d'or Golden Palm for Jacques-Yves Cousteau's The Silent Vortd

(Le noxde du silenc)
Special Jury Prize for Henri-Georges Clouzot's The Myxerl af Pica:so

(Le mluire P icasso)

r957
Best Director, Robert Bresson for A Man Esnped (Un cond.antnd ) rnot

t'ert 6chdp?€)

r958
Special Jury Prize for Jacques Tati's ,4{1 Uncle (Mon onck)

1959
Golden Palm-Palme d'or for Marcel Camus's Black Oryheus (Orfw N+

gra)
Best Director, Frangois Truffaut for The Faur Hundred Blout (La rluatre

cen^ caap[)
Best Actress, Simone Signoret for Jack Clayton's Raon at the Top

r96o
Best Actress, Jeanne Moreau for Peter Brook's ,4{ otlerato Cantabile and

Melina Mercouri for Jules Dassin's.,Ia mait /e dimanche (Grcece)

r96r
Golden Palm-Palme d'or for Henri Colpi's Sucb a Long Absente (IJne

aussi lo*gae absence) and Luis BtLiruel's Y iridiana (Spaln)

r96z
Special Jury Prize for Robert Bresson's Tbe Ttial afJoan of Arc (k

proch deJeanne d Arc) and Michelangelo Antonioni's The Eclipre (IG
aly)

r963
Best Actress, Marina Vlady for Marco Fer.e:-.i's (Llna $aria ruodema:

/'ape regina)
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r964
Golden Palm for Jacques Demy's Tbe Urnbrellas af Cberboarg (Les fara-

pluia de Chabourg)

r965
Besr Screenplay, Pierre Schoendoerffe r's 3I7tb P l4t00r (La j r7e Section)

t966
Golden Palm for Claude I-elouch's.,1 Man and a Vauan (Un bomme et

une femme) and Pietro Germi's Tbe Birds, the Bezt and tbe ltaliafi
(ltaly)

ry67
Best Screenplay, Alain Jessua's Tbe Killixg Ganz Qeu de nassacte) and

Elio Petri's Ve Still Kill the Old Way (kaly)
Special Jury Prize for Robert Bresson's Moucbette

ry69
Best Actor, Jean-Louis Trinrignant in Costa-Gavras's Z (Z)

Jury Prize for Costa-Gavtas's Z (Z)

r970
Prize for First Feature Film for Raoul Coutard's Hoa-Binh

r972
Best Actor, Jean Yanne for Maurice Pialat's Ve Vill Nat Gtou Old

Tagether (Nous ne aieillirons pat entemble)

r973
Special Jury Prize for Jean Eustache's The Mather and the Whrtre (I-a

namdn et la putain)
Special Prize for Rend Laloux's Tbe Fantdstic Plaxet (La planite sauuage)

r974
Best Actress, Marie-Jos6 Nat in Michel Drach's Yioliu at the Ball (Let

tioloas du baD

r975
Best Director, Costa-Gavras fot Specia/ Sectiox (Sectian Qdciak) and

Michel Brault for Les ordret (Canada)

r976
Best Actress, Dominique Sanda for Mauro Bolognini's L'eredifu Fetra-

na ri
Special Jury Prize for Eric Rohmer's The Marquire of O (La marquiu

d:o)

r97 7
Best Actress, Monique Mercure fot Jean Beaudin's J. A. Martin, Pho-

tagrapher Q. A. Martin Photograpbe)
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r978
Best Actress, Isabelle Huppert in Claude Chabrol's Violette Noziire and.

Jill Clayburgh in Paul Mazursky's An Unrnarried Vy'onan (.USA)

r979
Prix du jeune cin6ma for Jacques Doillon's The Hussy (L't drileste)

r98o
Best Actress, Anouk Aim€e fot Matco Bellocchio's Le saut dau le tide
Special Jury Prize for Alain Resnais's Moz rncle lAn4rique
Best Actor, Michel Piccoli for Marco Bellocchio's Le saut dant le uitJ.e
Grand Prix de Ia Commission suF€rieure Technique G6rard Calde-

ron's Tbe Risk of Liuing (Le rirque de uiue)
Special Golden Camera Prize for Jean-Pierre Dems's Hittoire d Adrien

r98 r
Special Jury Prize for Alain Tanner's Light Yeart Auay (Les ann[u

I utniire), (Sw rtze rland France)
Best Actress, Isabelle Adjani for James Ivory's Qtartet (Great Britain)

and Andrzej Zulawski's Parrerrloz (Getmany-France)
Prize for Contemporary Cinema for Juliet Berto and Jean-Henri

Roger's .lzoru (Ndge)
Grand Prix de la Commission supdrieure technique for Claude Lel-

olach's Bolero (Les uns et les autru)

r98z
Best Cinematography for Bruno Nuyrten in Peter Del Monte's Inuita-

lt,n au ulaSe
Grand Prix de la Commission sup6rieure technique for Raoul Coutard

in Jean-Luc Godard's P ar i on (F rance -Swirzedand)
Special Golden Camera Prize for Romain Goupil's Mourir ) 3o ant

r983
Best Director, Robert Bresson Money (L'argent), and Andrei Tarkov-

sky' s N ctt ta I gb i a (kaly)

r984
Best Director, Bertrand Tavernier for A Smd.ay in the Cauntry (,Un

dimaxche ) la campagxe)

r 9 8 5
Best Director, Andr6 Tdchin€ for Rexdez-uaus

r986
Best Actor, Michel Blanc in Bertrand Bher's Mlwge (Tenue de roir/,e),

and Bob Hoskins for Neil Jordan's .M ona Lisa (Great Britain)
Jury Prrze for Alain Cavaher's Tbdriy
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Golden Palm, Maurice Pialat's IJ nder the San of Satdn (Soks le soleil de
Satan)

r988
Special Golden Camera Prize {or Mira Nail's Salaatt Bombal

r989
Special Jury Prize for Beruand Blier's Too Beautiful fat Yau (Trop belle

pour toi), and Giuseppe Tornatore's Cinetaa Paradiso (Italy-France)

r99()
Best Actor, G6rard Depardieu in Jean-Paul Rappeneau's Cyuno de

Beryerac (Cyano de Bergetac)
Best Photography for Pierre Lhomme in Cyraxo de Betgetac (CJrann de

Beryerac)

t99r
Special Jury Prize for Jacques P.lette's The Beaatiful Traultlenaku (I-a

belle noircuse)

Jury Prize for Maroun Bagdadi's for Hort la uie
Best Actress, Irdne Jacob for Krzysztof Kieslowski's l,z doulle uie de

Ydronique

r993
Grand Prix de Ia Commission sup6rieure technique for Bartabas's Ma-

zeppa

r994
Best Actress, Virna Lisi for Patrice Chdreau's Quecn Margot (La reine

tuIargot)
Jury Prize for Pauice Chdreau's Quem Margot (La reine Margot)
Grand Prix de Ia Commission sup6rieure technique for Michel Blanc s

Dead Tired (Grone fatigae)
Special Golden Camera Prize for Pascale Feffan's Petit.! alTangenentl

a1/ef ler mofts
Best Screenplay for Michel Blanc's Dead Tired (Grose fatigtu)

r995

Jury Prize for Xavier Beauvois's Doz'l Farget Yr)lre Going to Die
(N'oublie pa: que ht ttas mourir)

Best Director, Mathieu Kassovitz for Hate (La baine)

r996
Best Actor, Daniel Auteuil and Pascal Duquenne in Jaco van Dor-

mael's 
'fbe Eightb Day (Le huitiime jour)
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Best Screenplay for Jacques Audiard's A Self-Made Hao (Un b&os trit
distet)

\997

Jury Prrze for Manuel Potrier's V(esten
Special Golden Camera Prize for Bruno Dumont's lzr4 of Jesus (La tie

de Jdsut)

r998
Best Actress, Elodie Bouchez and Natacha R6gnier for Eric Zonca's

Tbe Dreax ife of Angeh (l,a uie rtude du angu)
Jury Prize for Claude Miller's Tbe Clar Trip (La claxe de neige) ar.d

Thomas Vinterber g's Celebratian (Denmark)

r999
Grand Prize for Bruno Dumont's Hunanity (L'hwunitA
Besr Actor, Emmanuel Schotte for Bruno Dumont's Humanitl

(L'bunanitfi
Besr Actress, Severine Caneele for Bruno Dumont's Hamanity

(L'hum'znit) and Emilie Dequenne, Rorrra (Belgium)

2()0I

Grand Prize for Michael Haneke's The Piano Teacbu (l-a piani*)
Best Actor, Benoit Magimel for Michael Haneke's The Piana Teacber
Best Actress, Isabelle Huppen for Michael Haneke's The Piano Teacber

2002

Golden Camera Prize for Julie Lopes-Curval's Bard de mer
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BEST FILM

1976 Robert Enrico's The Old Gun (Le uieux fusil)

r977 Joseph losey's,44r. Kleir (Monsiear Kleix)

r978 Alain Resnais's Prwidence

r979 Chrisrian de Chalonge's Otber People't Maney (L'argent det autra)

r98o Roman Polanski's Tas (Tus)

r98r Franqois Truffaut's Tbe Last Metra (Le dernia ndtro)

r98z Jean-Jacques Annaud's Qaest for Fire (La gtere du feu)

r983 Bob Swarm's Tbe NarA (La ltalance)

r984 Ettore Scola's The Ball (Le ba/), ex aequo with Maurice Pialat's
Tu Ow Lat et \A nu anaurtl

1985 Claude Zidi's My New Partnet (l*s ripoux)

1986 Coline Serteau's Three Mm and a Cradle (Trois homrnes et un
c a f f i n )

r987 Alain Cavalier's T hdrise

1988 Louis Malle's Auz Retoir, Let Enfanx (Aa ret'air, let enfants)

1989 Bruno Nuytten's Canille Claadel (Ca lle ClaudeD

r99o Bertrand Blier's Zoa Beaut{ul for You (Trtp belle poar toi)

r99r Jean-Paul Rappeneau's Cyrano de Berg*ac (.Cyrano de Bergerac)

r99z Alain Cortezu's All tbe Movnings of the \Vorld (Tous let rntins
du rnoaie)

t993 Cyrrl Collard's Sazage Nighx (.Lu nuitt fawa)

r994 Alain F.esnais's Snoking/xo snaking

1995 Andr6 T6chin€'s \Yild Reed: (Let roseaux sauaages)

r 996 Mathieu Kassovitz's Hate (La haine)

t9g7 Patrice leconte's Ridicule (Ridicuk)
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1998 Alain Resnais's Sazze OLI Song (.On canna?t la chauan)

1999 Eric Zonca's Tbe Dreamltfe of Angel: (La uie r2uie des anga)

2ooo Tonie Marshall's Ymut Beauty Irstitun (Vdttn beautd

u oor Agnbs Jaoui's The Taste 0f Other: (I-e gl)fit da autrer)

.z ooz Jean-Pierre Jewnet's Am1lie (Le fabuleux dutin d Aa{lie Poulain)

BEST DIRNCTOR

1976 Bertrand Tavernier fot Let Joy Reign Suprene (Que la f1te con-
mence)

1977 Joseph losey for,4{r. Klein (Monsieur Klein)

r978 Alain Resnals for Prutidence

1979 Christian de Chalonge for Other People't Moxey (t'argent de:

r98o Roman Polanski for Tu: (Tai)

r98r Frangois Truffaut for Tbe Latt Metro (Le dernier rndtro)

r98z Jean-Jacques Annaud fot Tbe Ques for Fire (La gaerre du fea)
r983 Andrzej Wajd^ for Ddntar

1984 Ettore Scola for Tis Ball (Le ltal)

1985 Claude Zidi for My New Partner (La ipoux)

r 986 Michel Devrlle for Peril (P6ri/ m la deueure)

1987 Alain Cavalier for Th&'irc

1988 Louis Malle for Au Retoir, Let Enfant (Au reuoir, les exfaxx)

r989 Jean-Jacques Annaud for The Bear (L'oari1

r99o Bertrand BIier for Too Beaut{ul for You (Trop belle pour toi)

r99r Jean-Paul Rappeneau fot Cyrano de Bugerac (Cyrano de Bergaac)

r99z .Lla.:Ln Corneau for All the Mrntings of tbe Varld (Tau: les marins
du nonde)

1993 Claude Sautet for A Heart in Vi*a (Un coeur en hiuer)

1994 Alarn F.esnats for Snokixg/no Smohing

1995 Andr6 T€chind for Vild Reuls (.Les roseaux vmtages)

1996 Claude Sautet fot Nelll and Mr. Arnaud (Ne/ly et M. Arnauct)

r997 Bertrand Tavernier for Captain Canan (.Capitainc Conan) and
Patrice Leconte's Ridiule (Riclicule)

1998 Luc Besson for The Fiftb Elment (k cintluiine ilhnent)

t999 Parrice Ch6reau for Tborc 
'Vbo 

Laye Me Can Take the Trait
(Ceux qui a'ainent prexdront le train)
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2ooo Tonie Marshall for Vetut Beaat! lmtitate (Vdna: beaut€)

zoor Dominik Moll for lVith a Friend Like Harry (Harry, un ani qu)
ra .t r)eat d bien)

zooz Jean-Pierre Jeunet's Amilie (Le falruleax dtsin d Amilie Poulain)

BEST ACTRXSS

r976 Romy Schneider for Andrzej Zulawski's The Main Thing Is to
Lat)e (L'iruPartant c'est d'ainer)

r977 Annie Girardot for Jean-Louis Bertucelli's Na Titne far Break-

fat (Docteur Frangaise Gailland)

r978 Simone Signoret for Moshe Mizrahi's Madame Rov (La pie

dnant soi)

r979 Romy Schneider for Claude Sautet's A SinPle Stzry (Une hittoire
simp/e)

r98o Miou-Miou for Daniel Dwal's La dirabade

r98r Catherine Deneuve for FranEois Truffaut's The Lart Metl (14

dzmier mdtro)

r98u Isabelle Adjani for Andrzej Zulawski's Patsessian

1983 Nathalie Baye for Bob Swaila's Tbe Nark (l'a balance)

r984 Isabelle Adjani for Jean Becker's One Deadly Sumnzer (L'/tf

me rtflef)

1985 Sabine Az6ma for Bertrand Tavernier's A Sunday in the Coantry
(Un dinanche i la campagne)

1986 Sandrine Bonnaire for Agnts Varda's Vagabond (San: toit ni loi)

1987 Sabine Az6ma for Alain Resnais's My'la

1988 An6mone for Jean-Loup Hsbert's The Grand Higbuay (Le

grand chmtin)

r989 Isabelle Adjani for Bruno Nuytten's Canille Claudel (Canille

C laudel)

r99o Carole Bouquet for Bertrand Blier's Too Beautiful fnt Yot (Tra!

belle pour toi)

r99r Anne Parillaud for Luc Besson's La Fetnme NiAita (NiLita)

r99z Jeatne Moreau for Laurent Heynemann's The Old Ladl \Vh
Valhal in tbe Sea (La tieilh qai marchait dau la rucr)

r993 Carherine Deneuve for Rdgis Wargnier's Indacbine (lxdochine)

r994 Juliette Binoche for Krzysztof Kieslowskr's Blue (Trait Couhars:
Bku)
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r99t Isabelle Adjani for Patrice Ch€reau's Quen Margtt (La reine
Margot)

r996 Isabelle Huppert for Claude Chabrol's Tbe Cerenonl Q,a c€ri-
nonie)

Fanny Ardant for Gabriel Aghion's Vbat a Drag (P&lale dauce)

Ariane Ascaride for Robert Gu6diguian's Alariu and Jeanwtte
(fuIarius a Jeanxexe)
Elodie Bouchez for Eric Zonca's The Dreatnffe al Axgel: (I-a t'ie
r1u6e des anget)

Karin Viard for Solveig Anspach's Chin Upl (Haut les coeurs !)

Dominique Blanc for Roch St6phanik's Srazl 61

Emmanuelle Devos for Jacques Audiard's Read My Lips (Sur
mes liaret)

ACTOR

Philippe Noiret for Robert Enrico's The Old Gun (Le xieux
fx:il
Michel Galabru for Bertrand Tavernier's TheJudge and tbe
A:tastin (Le juge et I'astassin)

Jean Rochefort for Pierre Schoendoerffer's The Crab Dram (Le
crabe tatnbour)

Miclrel Serrault for Edouard Molinaro's 1-zz Cage Aux Folle.: (l-a
cage aux folh:)
Claude Brasseur for Robin Davis's Tbe Police Var (La guerre d.es

!ohcu)
Gdratd Depardieu for Franqois Truffaut's Tbe La:t Metro (Le
dcmier mita)

Michel Serrault for Claude Mrller's U nder Supicion (Carde )
! e )

Philippe L€otard for Bob Swain's Tl:e Nark (La balance)

Coluche for Claude Berri's Tchao Pantin!

Alain Delon for Betrand Bher's Nltre histaire

Christopbe Lambert for Luc Besson's Subwal (Sahway)

Daniel Auteuil for Claude Benr's Manan of tbe Spring (Manon
deJ lqutceJ)

Richard Bohringer for Jean-loup Hubert's Zle Graxd High-
way (Le grancl chenin)

BEST

r916

r  977

ag78

r979

r98o

r o R r

r98z

r98l

r9d4

r985

r986

\987

r988
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r989 Jean-Paul Belmondo for Claude Lelouch's ltixiraire d'un ent'ant
gatA

r99o Philippe Noiret for Bertrand Taverniet's Life axd Natbing Bat
(L.z ,ie et lien rJ a tre)

r99r G6rard Depardieu for Jean-Paul Rappeneau's Cyrano de Berge-
rac (Cyrana de Bergerac)

r 99z Jacques Dutronc for Maurice Pialat's Van Gogh

r993 Claude Rich for Edouard Molinaro's The Suppa (Le sorpu)

r994 Pierre Arditi for Alain Resnais's Snokinglna tmohing

t995 Gtrard l,anvin for Nicole Garcia's The Fauorite San (Le f.lt
pr,tftrt)

1996 Michel Serrault for Claude Sautet's Ne//.)' and Mr Arnaud
(Nefu et M. Anzaufi

r997 Philippe Torreton for Bertrand Tavernier's Caqtain C\xdn
(Cafitaine Conan)

r998 Andr6 Dussolier for Jean Becker's Cbildren of tbe Marhland
(lzs enfant du marais)

r999 Jacques Villeret for Francis Veber's The Dinnu Garue (Le diner
de coas)

zooo Daniel Auteuil for Patrice Leconte's Tbe Girl on tbe Bidge (l,a

f.lle wr le pont)

2oor Sergi Lopez for Dominik MolI's Witb a F entl Like Hatry
(.Harr1, an ami qui uous ue t du bien)

zooz Michel Bouquet for Anne Fontaine's Comnent j'ai trc man pirc
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Biggest Box-ffice Successes in France

(in million-tickets s old)

DrREcroR US TITLE FRENCH TI,ITE YEAR

G€rard Oury

Jean-Ma.iE Poi16

Julien Duvivier

C6rard Oury

Coline Sereau

G6rard Krawczvk

Jean-Paul Le Chanois

Lft Besson

Jean-Jacques Annaud
Claud€ Zidi

Just Jaeckin

Jean-Pierre Jeunec

Jean-Mari€ Poir6

Herv6 Palud

Jean Girault

luc Besson
Claude Zidi

Julien Dufivier
G6ra'd Ou.y

Chude Beri

Maurice Clcrhe

Jean Girautt
Sacha Guirry
Henlic€orges Clourot

Da '/ Iaah Nau' We'rc
Bei"g Shat At

Tbe Little World of Don

The Sa&er
TbruMma a Cradle

Tbe Wat of tbe Buttons

Tbe Big Bl e
The Bcatr

An ln.lid in the Citt
\Vaultl I Lie to Yoa? z
Tbe Getulan?e of St. 

'rnlEz

Tbe Caant of lloxte Ctto

The Retu af Don Cantlo
The A&cntwr af Rabbi

The Coat

Tbe BigVacatian
Ratdl AIfain i" vena;Iel

Iz gra*le udnalle

L. petit nnde d! Don

Trois bonne: et ar nfilin

Iz gaene &:t bortaxt

Areix et OhiDx coatre Caar

Le faktuux le:tir cl Anilie

Ua itdien daas la dlle
I' rhit! li I m! 2
Le gendarne de Sai,t TtuPez
Le L.ante de LIante-Crtt1
Le ,:ixqtlidn2 ibnent

L e  t P l o L f  d e  l ) n  < . a m t l l a

L* atenttta de Rabbi Jacob

Le! grdnde! 
"acanc.t

Y Ve$d;llet n'tta;t conti

Le sakift dt Ia lekl

r 99 l  r 1 .78
r9t2 12.19

ry65 r r. ,.4
r965  ro .2J

rgra 9.94
t962 9.AA
1998 9.2a
19813 9.r9
r988  9 . r4
1999 9.49
1914 13.139
r94j a.6J
2aat 8.r l

r998 8.ol
1994 I.88
2cor 7.87
1964 1.ar
rgtr 1.74
rr)91 ,1.1o

1953 1-43
1913 ,-.3o

r9a6 1.22
r98 r  7 .o8

ryfi 6.ee
r9t1 6.99
r9t1 6.94



French Films at the Oscars@

r949 Maurice Cloche's lulonsieur Vixcent (Monsiear Vincent)

r9t\ Rend Cl6ment's Tbe Vall: tf Malapaga (Au deli du grillet)

r913 Ren6 Cl6ment's Forbidden Ganu Qeux interdits)

r958 Jacques Tatr's M1 Uncle (Man rncle)

r96o Marcel Camus's Black Orybeu (Ofeu Negro)

196o Simone Signoret, Best Actress forJack Clayton's Rlom dt the
ToP

r96z Serge Bourguignon's Snndays and Cybele (Les dimanches de Ville-
d Avray )

r 966 Claude Lelouch's A Man and a Vy'oman ( U x horuwe et une femne)
r969 Costa Gavras's Z (Z)

r97z Luis Bsfruel's Tbe Discreet Cbarm of tbe Baargmisie (Le chatme
discret de la bourgeoisie)

r973 FranEois Truffaut's Day for Nigbt (La nait am.iricaine)

r977 Moshe Mizrahi's Madarue Rov (La tie daunt toi)

r978 Bertrand Blier's Gel aut Yaur Handhevchiefs (Prdparez uos nou-
choir:)

r99z R6gis \Targnier's Indochine (lndochine)

r996 Juliette Binoche, Best Supporting Actress for Anthony
Minghella s The English Patiat
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Notes

CrtAprER I I TtrE INVENTToN ol'MorroN PrcruRES AND THE
SILENT ERA OF FILM

The association of cinema wich public entetainment, as well as being a
common cultural and popular landmark, goes back to the early days of the
Cin6matographe, when it was projected for the 6rst time on screen in Paris
in December 1895 (although one century later its "collective" concept may
very well shift back toward a more individualistic entertainment form with
the development of home theatdr equipment among the general populatioo
and rhe DVD rompurerized viewing ' lsrcms).
Thomas Edison met Eadweard James Muybridge on February :5, 1888, and
concmcted him to design a camera pateot ifl October 1888.
Edison's next invention, tbe kinetophonograph, was able to display animated
pictures in synchronization with recorded music.
R. \0. Paul publicly and formally displayed his theatrograph at Finsbury
Technical College in london duriog that same year- Subsequently, he pro-
duced a series of short views of political events as well as newsreel footage of
the royal family. In England, Paul's thearrograph was the most popular
projecting machine on a commercial level.
\7ith the tapid development ofthe international 6lm market, the battles over
the quesrion of patent monopoly increased in number and circumr.ented
endless legal pursuits. The nine major producers of the time settled in r9o9
to joint venture in the Motion Pictures Patenrs Company.
For an extensive study on the beginning of motion pictures and in parricular
a pattial observation of the war ofpatents, see Gordon Heodricks's Tbe Edion
Mot;on P;tturc hltth (Berkeley: University of California Press, 196r), as well
as his Bepnnings of the Bitgrapb: "Ihe Story af tbe Inuention af the M*tascote dnd
B;oyaph ann Theb S&pplling Cdneu (Near York: The Beginoings of the
American lilm, r964).

7- There were initially three versions 6lmed that day (or at least during the
spring of 1895). The actual frrst version was discovered in Lyon in 1985.

8. In 1876, Emile Reynaud der.eloped the first ofa long series of pteponderant
inventions for the tweotieth century, the Ptaxinoscope, The new instrument
made it possible to leconstnrct the illusion of movemeflt aod was composed
mainly of a central piece (twelve mirrors and a metal drum), inside of which
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a hard bound tape represencing twelve iflstallations of a subject or a scene
moviog. By looking at the image reflected in the mirrors, viewers could see
animated scenes. This invention was all the more noticeable as a spectacle
since it was visible by several people ar the same time, who could enjoy the

clearness and the luminositv of the images all designed and paiflted by hand
b]' Reynaud. -In r88o, he developed the Praxiooscope with a projection devicr;
the principle remained the same except for a magic lantern, which, once
added, enabled a projecrion of the animatiofl on a screelr- On October :8,
1892, rhree years before the advent of cinema, Reynaud projected the lirsr
animated pictures in front of a public at the Gr6vin museum io Paris. In
r9c7, he developed another derivative of the Pra-rinoscope, the Sr6r6ocinEmJ,
which projected animated fli8ht strips in reliei

9. The view already included the major fundameotals of modern day comedy.
rc. Although most films at the time were rnade in a single and continuous take,

because the immobile camera was set up in one position only, the innovatior
of Euglne Promio, who first insralled his camera on a moving gondola in
Venice, rapidly created a revolution in the aesthetic of the image. Later that
same yeaf Ptomio reoewed his e:,perience in P"narcna af tlte Ba&t cf tbe Ni/e
(Pa otund des riLer &a Ni/).

r r. Io addirion ro color photography, the LumiEre brorhers developed a technique
to achieve hand-painted color films.
Many flm historians and 6lm rhetoricians, such as Afldr€ Baein, refer to the
duality of Freoch cioema and illustrate this concept by cofltrasting the Lu-
miEre element, which promoted a dose oF realism and documeotary of the
world as it was, vith the M6liEs fantasy, which advocated the re-creation of
rhe  wo rLd  rh rough  rhe . ru tho r ' s  rmag rna r i on .
As the tength of 6lms grew looger and fearured more complex story lines,
the t)'pology of rhese ilms helps film historians to undetstand rhe targeted

Jeancolas, p. z r.
Cineast, producer, and scenarist Albert Capellani (r874-r93r) entered the
6lm profession as a stage actor aod er.entually became the manager of Firmin
G6mier, then the administrator of the variety show Alhambra in r9o3. Io
r9oj, he was hired by Path6 as a film ditector with Ferdinand Zecca. Pto-
moted artistic director of the newly created SCAGL (Soci6r€ cindmatoSrap-
hique des auteurs et des gens de lettres), he adapted many prestigious oeuvres
of French literature to the screen (Victor Hugo s Natre Dame de Paris and a
much celebrared versioo at the time of Emile Zola's Gnminal i r9 r3). With
the realities of rWorld \Wat I io r9r4 paralyzing the Path6 Company, Albert
Capellani was sent ro the United States to reinvigorate the small communiry
of French filmmakers under the leadership of Maurice Tourneur. Capellaoi
continued his career in rhe Unit€d States, thefl returned to France in 1921.
An indefatigable and impassiooed innovator, Cap€llani left behind him a
considerable oeuvre of burlesque lilms, literary adaptations, and important
sa  ro l og i ca l  6 lms .
For more on the subjecr of the Gaumont enterprise, see Fmngois Gargon's
Gaunant: A Cexnry af French Cinena (New York: Harry Abrams, 1994).
Alice Guy Blach€ (1873-1968) was rhe frst woman scteen-writer as well as

t 2 .

r 3 .

r 5 .

t 6 .

r 7 .
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the first female director. In December 1894, she entered the lilm industrv as
a twenty-one-year-old secretary, and soon undertook the direction ofcioemat
ographic productions for L6on Gaumont. She began ro supervise scenarios,
the casting of actors, baclground sets, costumes, and so forth. She hired
future prestigious 61m directors such as Ierdinand Zecca, Emile Cohl, Victo
rin Jasset, and Louis Feuillade, who eosured the successful destiny of the 6lm
company. On a technical level, Alice Guy worked with all the signiicant
researchers of the time: Marey, Light, Demeni, and utilized their contribu-
tions to flm with sound, color tioting, and enbanced photography. In r9o7,
she married the British cinematographer Herbert Blach6 Bolton, and both
pursued their career in the United States, later creating their own frlm
company, Solax, in r9ro, as well as several studios. Film historiafls have
attributed more than six hundred indexed 6lms to Alice Guy Blach6: come-
dies, action flms, dramas, westerns, faotastic flms, science fction, operas,
documentaries, s.ar pictures, and hisrorical movies. Guy Blach6 ended her
career in r92o. During more than 6fty years, her films disappeared only to
resurface in rgj 2, fo:ur years after her de"ath. Ior more on rhe life of Guy
Blach6. see Alison McMahan's Alice G4 Blachd: Cineuatic Visionary (New

York and London: Continuum. zooz).
Around rgo5, Pathd ifl Vincenoes and Gaumont in Buttes de Chaumont
built their first studios, and a Few years later, in 1916, seeking a wamer
environment. Gaumonr built the Victorine Studios in Nice in order to better
exploit natural lighting.
Before becoming talking" pictutes, 6lms of the silent era were sometimes
reFerred ro as "singing ' pictures.
Born Emile Courtet (he took the pseudonym of Cohl much later), the French
animatioo pioneer Emile Cohl (r8j7-r938) began his interest in cinema onlt
at age lifty as scenario wtiter and 6lm director, 6rst with the Lu"x Company,
thefl with Gaumont, which he joined after a year of independent $.ork.
Following a rhort passage at Path€ (r9rr), he pursued his directing career
mainly with Eclair and managed animation at the company's American studio
in lon ke, New Jersey (r9r2-r9r4). Shortly after his return to Paris, Cohl
opened the 6rst animation studios with Raoul Barr6 and J. R- Bray. Walt
Disney himself recognized Emil€ Cohl as the forefather of cinematographic
caftoons. Cohl iovented cioematographic carroons with Frrtatnagoie (r9o8),

an innovative experimenr featuring technical and aesthetic oovelties, and a
year later an efltercaining 6lm entided TAe Jolou Mirobe (Le aiLrabe joy x,
r9o9), irl which minuscule microbic eotities floated on the screen to represent
the diseases they supposedly caused. Cohl applied the cinematic tricks that
M6liis employed with the natural world of animated drawings. Many 6lm
crirics saw in his oeuvre the direct influence of Cubism. Dadaism. and Surre-
alism. Cohl's major achievement was the creation of the lirst hero of animated
pictures (rantoche), the lirsr animated drawings in advertising (Campbell

Soups, r9r:), and the 6rst animation 6lm drawn from comic strips (ler

awnturet des pieds nithlls. r9r7). Emile Cohl stopped his cinema career in
1921, after having directed more than three hundred short 6lms (many of
which are lost today), mostly working alone. Financially ruined and forgotten,
he died in the hospital of Villejuif on January 20, r 9I8.
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2I. In addition to historical reconstitutions (Andr€ Calmettes and Charles Le

Bargy's The Atvstinatiax of the Duc de Guise-L'atsarinat d* dac dt Guise, ryo9)
and newsreels, the Freflch public was very much enamouted rvith religious

and biblical subjects as demonstrated by the success ol Path6's I-t Vie et la
pasia dk Christ ( r9of) afld Gaumont s I"z Vie dt Chritt G9o6).

22. For a more detailed explanation of the concept of "6lmed theater," see the

sectioo referring to rhe cinema of Marcel Pagnol in chapter :.

In its own terms, silent cinema, just like literature aod the press, discovered

the potenrial of rhe serials afld perfected ahe lienre to become one of the most

popular forms of entertainment of the century.
Indeed, during rhe r92os, the purchase of an Americafl 6lm for small 61m

companies w.rs cheapet and coflsequently more profitable tban producing a
French 6lm.

CHAPTER 2: THE GoLDnN AcE oF FRTNCH CrNEiutA

2 1 _

21.

2 ,

4.

6 .

1 .

5 .

r. It is worth keepiflg ifl mird that, although almost all r91o lilms declared

8.

themselves to be roo perceflt "talking," most merely corresponded to motion
pictures elaborated as sileot and later customized with a recorded music tmck-

Unlike sileflt 6lm in the United States, French silent 6lms wele still present

io France until well iflto the r9Jos.
Both directors were actually not hostile to the new sound tevolution, as they

tried to adapt to it, but the new technology afld the new expectations of the
French public did not permit them to continue their career the same way.

AIso sponsored by Noailles ic, 191a, b sar?g ilut pl,te. Jean Cocteau's 6rst
feature film, was subjected to a dificult launch because of the disapproval of
many Surrealist followers, althoogh latet critics credited it with images of an
outstanding poetic commaod. [r was an influential collection of works of
compulsive inspirations aod images out of which Jean Cocteau assembled his
peronal oeuvre-
It fact, The Golden Age obtained its frst public distribution in Fmnce only
half a century later, in r98 r by Gaumont.
Ren€ Clair had been surprisingly promoted even before he had received full
recognirion in Franre.
Annabella, a well known ltench 6lm actress of the r93os and whose actuai

name rvas Suzanne Charpentier, made her movie debut in Abel Garice's silent

cl^ssic Napaldon (1921). Her brilliant performance ifl RenE Clair's The Million
(r93r) and Battille Da1 (1932) divulged her talenc to the world and, in
partictrlar, Hollywood, where she started with actors like James Cagney and
Tyrone Power, with whom she eventually fell in love during the shooting of
Srcz in 1938. Some of her most memorable roles were Undzr the Roofs of Paris
(r91o), La Bandsa (rgatr, ar'd Hitel tu Nard (Hitel da N-arl, 1938). After
her di.r-orce from Power, Annabella did not continue her acting cateer but
returoed to France, where she died in 1996.
When Modem Tiza was completed in t935, the Tobis Studios, under the
direction ofJosef Goebbels (in charge of the Third Reich propaganda), at-

tempted to sue Charlie Chaplin, accusing him of plagiarism, in particular for
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the scenes .eFreseflaing rhe assembly line Rene Clair dismissed rhe lawsuit by
asserting that all directors owe Charlie Chaplin a great deal and that any
rema-ke, borrowing, or adapration from Clair's own flm would be an honor.
Maoy of these businesses nevet managed ro produce more than one (or, in
some cases, even one) morion picture.
The first live annual New York Film Critics'Awards for rhe Best Foreign
Film, beginoing in 1936, were repeatedly given rc France Camiual in FIan
dzr:, I'Iayerling. Grand lllusion, Hawei. ^nd The Ba|"et't \Yife.
Io 169r, Spain occupies Flanders, and the city of Boom is informed ofthe
impending arrivai of a Spaniards' regiment and consequenrly the men aban-
don the ciry. The women, ofl the other hand, hurriedly uoite to diveft aod
charm the militia. \7ith a script by Charles Spaak and spleodid sets by Lazare
Meerson (justly crediced with achieving a minor miracle in paying ttibute to
northern Europeao masters such as Pieter Bruegel, Iranz Hals, and Vemeer),
the 61m is not only a skillftrl comedy but also an uousual example oF rhe
work ofJacr.;ues Feyder. In 1916, it won the New York Film Ctitics Ar.ard
for Best loreign Film-

12. For an insightful study of the political situation afld the cinematographic
producrions, the rise and the fall of Left lilmmaking during the Popular
Front, see Jonathao Buchsbaum, Cintna Exgagi: Piln in tbe Papalar Ftont
(Chicago: University of Illinois Press, r988), p. 2 r.
First piofieered by Charles Path€, the French lewsreels were for the collective
memory of an entire natiofl an important and priceless testimony in terms of
historical archives- Generally organized as a series of short reports of current
events and untelated documentaries, the newsreels $'ere p.incipally screefled
as additional feature besides the long feature-hlm programs. Ultimately with
the adveflr of the television news .overage in rhe late rgtos, the newsrcels
slowly became obsolete among popular rheaters.
Paul Ldglise, Histaire de la palitiqke dk Cinhnd Frunidi!, (vol. r Paris: Film
Edir ioos, r97o), pp. z9 12,63.
The Ailiance du Cin6ma Ind€peodant also created a magazine with the same
name and began its publication on May 20, t936, just a few weeks before
the vast strike overshadowed the whole country.
Roy Armes, Fretch Cinena (New York: Oxford Uoiversity Press, 1985), p. 7:.
\l/hen the twenrieth century brought with it the moving picture camera, it
is to he noted that the very 6rst morion picrure ever made was entitled
\Yar6an Leadng the Laniire Faoory by the lrench film pioneers Louis and
Augusce Lumiere. Tbis hisroric view was one of the lirst realistic 6lms ever
achieved for its ropic and was precisely what rhe title acknowledged.
For a complece srudy of the Gabin myth, see Claude Gautert and Ginette
\incetdear, Jean Gabin: anatamie d'm mltbe (Pais: Nathafl, r99l), pp.95-
I J  I .

S{rith che advent of sound, maoy lrench directors took ad\,anrage of the
popularity of the boulevard style and attempted an immediate adaptation to
the big screen. Guitry, among others, was even able ro ovemake its archetypal
modus operandi (love at 6rst sigbt, adultery, reunions, coincideoces, quid pro
r l uo )  t o  e ren rua l l y  impose  h r '  o r vn  r r y l e .
Gauteur and Vincendeau, p. ro7.

r 8

r9.
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2 r. Gauteur aod Vincendeau, p. 17.
22. LeJoxr N LiNe: A Film fu Jatq*es Prhert.tnd Marel Cdnll (New York: Simon

& Schuster), p. 5 5. 
'Ecoutez . . . vous 6tes bien gentille, mais quand vous

aurez fni de faire le m€flage, vous me le direz?"
23. Gauteur aod Vincendeau, p. r33.
24. Duriflg the r94os and r95os, 6lm noir was one ofthe most populal Amertcan

cinematographic geores. Chronologically between German Expressionism and

Hollywood hard-boiled detective nattative, French poetic realism rePresented

the gloomy and exhilarating look of uncompromising heroes.

z5- Andr6 Bazin, "The Disincarnation o f Carrl," rn Rediscnering French F ihn (New

York: Litde, Brown, r98l),  p. IJr.
u6. AndrE Bazrn, Le Jow v Lfue: A Filn ltl Jatq*u Pretat an.t \Tarcel Caml. (NeN

York: Simor & Schuster), p. rz.
27. The lilm, considered too "demoralizing," was banned by the French censor-

ship committee in its 6nal distribution phase. After the war, HollJ'wood did

oot deem it necessary to keep the scene in lr-hich Arletty is seen naked in the

shower, as well as the scene in wbich she and Gabin lie together in bed Tbe

Americar remal<e, directed by Aflatole Litvak, came out in 1947 with a

happier eoding (though film noir in essence) and was entitled 7je Lang Nigbt,

starring Heory Fonda, Barbara Bel Geddes, Ano Dvorak, and Vincent Price.

From a chronological perspective, it is clear that the depth of poetic realism

and the aesthetic of Daybreak had a decisive inlluence on the expansion ofthe

film noir genre of the r94os.
28. For more on Marcel Catni's Daybrea*, see Allen Thiher's The Cinenatit l\'Luse:

Critial St d;et ;n the Hbtz1t of Frencb Cinena (Columbia: Universicy of Mis

souri Press, I979), pp. rr3-r28.
29- Luchino Visconti, who started his career io r9zl2 with Obsets)on (Obteniane),

was an iotefir on the set of Renoir's Tani rn 1934.

30. Because ofhis Jewish origin, Marcel Dalio fled to .he United Srates duriot
the 6rst days of the war and there accepted suPporting roles from mtrjor
directors. One of his most famous roles is in Michael Cortrz's Casablanra
(  I t 4J r  ds  cm i l  t he  c rou f re r .

3r. Marjanne Alexandre and Andrew Sinclair, Classic Fihn SffiPts, Grand lllatinn:

A Filn bl Jean Renair (New York: Simon & Scbuster) P. 89.

12. ln Grand lllaio4 Jean Gabin even wears Renoir\ owo air force uniform.

33. During the Venice Film Festival in 1937, violent reactions arose, which led

to the 6lm's being banned in Ftance as well as iII Italy.
j4- An American remake of the 6lm was released in 1914 .undet the tiie H nM

Darjre and was directed by Fritz Lang.

3t. In Reooir's Hzzri Beafi. the Aifferent shots were realized on a moving train,

with the exception of the 6nal scene, when Jean Gabin commits suicide and
jumps from the train to his death.

36. Atways present in Renoir's pictures, the classically trained Julien Carerte
imposed himself as the stereotyp€ of the Patisian character, also called riri

1'l. Aodte Baz:.r].,Jea, Rrzrrl (New York: Simon & Schuster, r91r),P.1).

J8. The premiere of the film, on Aptil r, 1933, was a failure- An unsympathecic
public s reacrion severely contrasted with the weak support ofFreoch intellec-
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tuals, for it fully lacked commercial qualities. It underwent ruthless commer
cial cuts and numerous censorship alterations. It was only h 1946 that Zero
ofCon&tx was teteleased in France.
Interesringly enough, Vigo's style provoked just as much analysis and discus
sion as any other kind of artistic phenomenon.
The cind-club initiative is representatir€ of the beginning of a flew awateness
in the r93os, still extremely mifior in France, of the need to conserve films.
Georges Franju and Heoti Langlois created the Cifi€mathique frangaise in
1936. A genuioe living memory of the septiime art, tts boatd. of trusrees
consisted of some of rhe most prestigious personaliries in the irlm industry
and contains an immense collection of world feature 6lms. Immediately
followiog its creation, the new institution arseraed a sincere objective by
clearly discardiog any form of thematic or aestheric zrssociatioos, prefercnces
fot a specific national cinema or parricular genres- Moviemaking in Ftaflce of
the r93os followed certain Frinciples and artisric requirements that did not
control the medium as io other natiooal cinemas (combining literariness with
the visual powers of moving pictures). Jean Vigo had a precise conceptiofl of
mot;on pictutes, cinema as art, a flrndamental element toward creativity, and
values of civilization. Despire the loss of Vlgo and the absence of RenE Clair
in 1934, French lilm production reached the edlie of ooe of its episodic
quandaries, even with some detectable indications of artisric rejuveflation.
l.oy Armes, FMch Cizaza (New Yorkr Oxford Uoiversity Press, r985), p.99.

J. P. Chartier and R. L Desplanqlles, DaTiire l'y'oan (Patrs: Spes. r 95o), r;1o
r45- For an extensive study oo cinemarographic procedLues aod the stllistic
transformations of lrench cinema during the r9los, see Crisp, 

'fAe 
Claric

Frmcb Cixerua, pp. 358 4r4.
Crisp, p. t7:r.
For a detailed accornt of Le jow.re liee, se€ Maureen Tudm, "Poetic Realism
as Psychoaflalytical and Ideological Operation," in Frcnrh Film: Text a.nrJ
Cazrerrj (New Yorkr Routledge, r99c), p. rr3. In her article, rhe author
investigates the role o€ poerry and memory rhroulih rhe lilm's realism and its
physical representation: "\fhile Traufler, and ahe Carfli,/Prdvert team in gen-
eral, may have set olrt to re-create in the space of the studio a corner of a
working-class suburb, such descriptive mimesis immediarely becomes
appropriated by' the symbolic structuration and inrerior vision of this 1ilm."

CHAP]-ER J: FRENCH CTNEMA oF THI OccupATroN

The armistice was respected until November r94:, when the Allies invaded
North Africa. Ar this time, Hitler annulled the r94o armistire and occupied
all of France.
During the years of the Occupation, che auscerity ofdaily life along with the
nonexistence of heating in homes and apartment buildings directly favored
the growing popularity of "romantic" pursuits as a iashionable distraction for
voung touples. rncluding rrtendrng movies.
Marcel Dalio (born Israel Blauschild) made several successful movies in the
United States, among which was Michael Cottrz's Casablaxta (1942).
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Julien Duvivier directed Tle G*at \Yahz in 1938, as well as The Impostot
(L'imPart.ur, r94 ).
For detailed informatioo oo the Jean Gabin-Ma ene Dietrich episode, see
Marlene Dietrich, ,Marlene D (Pari.s: Grasset, 1984), p. r29.
See chapter u, 'The Golden Age of French Cinema.'
Boyer's unique love story with Pat Patersoo remains one ofthe most romantic
in all of Hollywood's "offscreen" sentimental history. It was a marriage that
lasted over four decades (quite rare in Holllwood). Boyer committed suicide
two days after his wife's dearh in 1978.
Ior a more in-depth analysis of the emerging careers oF youflg cineasts see
Colin Crisp, Tbe Clastic Frmch Cinena, t93o-t96o (Bloomington: Indiana
University Pfess, r99l), pp t9. In his extensive research of French 61m
industry, Crisp discloses one of the.mosr important reasons for the sudden
pheoomenon: 'The previous geoetation had mostly approached the cinema
from ourside it from classical music, the theater, literature, or more gener-
ally from the complexity of culaural movement of the r92os. For them,
cinema had been one among a multicude of cultural passions, and one to
which frequently flo moie rhan a happy accideot led them to commit them
selves. For the new generarion, cioema was their life, their career, and their
principal cultural expetience" p. 59.
Tbe Fantastic Nlglr was a typical example o[ "escapisr" movies presenred to
the audience of rhe Occupation, eager to mentally 'desert," although tempo-
rarily, the troubles of the war. In this tg42 motion picture, Marcel
L Herbier's cinematogmphy involved the audience within the limits between
dream and reality through a succession of oneiric sequences (special effects,
artistic mistiness, overimpression, and deformed images), which also cofljuie
an earlier sagacity of Surrealist pictures. The tathet simple plot (Irdne, a lady
veiled ifl whice, is pursued by her lover) was enriched by che technique ofthe
visual effects, distincrive of rhe Avant-garde directors of rhe r)zos. Tbe
Fantartic Nigbt was a rarher surprising frlm, in a large part discarded by the
Freoch public, which did not take advantage of the "retro" llavor.
See Jean-Pierre Bertin-Maghtt, Le dnlnzz Jrangis sol/s I'acc Patian (Paris: Presses
Ufliversitaires de France, 1994), p. 76.
Marcel Pagnol s The \Y/ell-Diggels Da*ghtet (I-a flle dtu fuisatieL r94r) was
one of the lirst lllms to resume after rhe ourbreal< of war. Responding to
Marshal P6tain's discourse for a return to the land and the values of rural
culture, Pagnol argued rhat the basis according to which he included the
discourse of the events of June \j, rg4a, 1r his film was to correct the
exaggerarion ofthe media, which often represented the armistice as a necessity
and an event wel.omed by the Frencb population. The propaganda broadcast
over rhe tadio was indeed meant to influence the population by suggesting
two possible explanations for the present dramatic situation: 6rst, that the
events were a logical consequence of the mistakes made in the past; and
second, thar the enemy was not as hideous as heretofore described before the
war. Consequefltly, a friendly collaboration was the only solution- Pagnol was
acquitted of collaboration on lebnrary 3, 1947.
In his survey of French cinema, Pierre Darmon quotes Marcel L Herbier's
^rtrcle in La Gerbe rn r94r "How many times have we relireted that the
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Americans.. .  have considered French screens conquered terr i tory. . ."  or in
the joutnal France rn r94o: "Sometimes America weakens it lFrench cinema],
sometimes Israeli emilJrants, who took control in 1916, transform it to their
image, which is certainly not ours." Bertin-Maghit, pp. r34, r4j.

r 3. Ultimately, under a convoluted blend of French and Nazi regulation, millions
of dollars ofJewish material goods wete embezzled. The method was logical,
pracrical, a[d, mosr of all, legalized. Many Jews sought advice with notaries
and ci-ere able ro safeguard their belongings through relocation, corporate
rearrangement, or fiflancial manipulation.

14. One must remember that, though often pressured by the Occupation, the
Vichy regime drafted, established, and applied anti-Sernitic legislation s'ith-
oua direct pressure from the Germans and was certainly in no way entirely
influenced by Nazi ideology.

r5. It was a fact that Harry Baur's aveneness for the Nazi occupation was one of
the acror's evident chaEcteristics from early on in the s.ar,

16- See chapter:, "The Golden Age of French Cinema."
17- Io his book, Berrin-Maghit exempliies the severity of French censorship at

rhe time. The movie hlatact. produced by an English company and directed
by Jean Delannoy, \rr'hose ceotral character was interpreted by Erich von
Stroheim, was forbidden. It later obtaioed an exploitat;on visa under the
condition that it reshoot all the sceoes played by Stroheim. Pierre Renoir,
who Gnally accepted the cofltract, demanded that the oew ve$ion be de-
srroyed at the erd of the war. Beftio-Maghir, p. 40.

r8 .  C r i sp ,  p .  5 : .
19. Darmon, p. 123.
20. Ior insrance, slang rvords like/iff and poulets (cops) wete no longer coflsidered

accepraDre on screen_
2r. Darmon, p. r4r-
:z:. The flm, which was released on May 16, 1944, was quickly banned after the

Liberation.
2i. Paul Riche's real name was Jean Mamy.
24. Crisp, p. j4.
25. In his autobiography, Marcel Catn€ proved rhe idea that room for flegotiation

with Greven (and Continental in general) was flot as problematic as it may
have seemed, or to a ceftain exrent, easier than some American studios: "As

for me, I insisted to have, 6rst, the choice of the subject, or at least that the
subject be chosen unanimously in order to avoid any propaganda ot indirecr
propaganda 61m. Secood, that the 6lm had to be shot in its eotirety in Fraoce.
I did not want, one must uflderstand, to have the obligation to shoot in
Germany." Alfred Greven agteed to let Carn6 choose his actors, technicrans,
shooting locations, and scena.ios in concert with Continenral. Although
Carn€ signed an ollicial contract, he never directed a single 6lm with Conri-
nental- Marcel Carn6, Ma e n bellx dent: (Paris: Jean Vuarflet, rL.1),p. t15.

26. Ofl January 26, 1945, Continenral was sequestered by the state and became a
new company with a new flame, IJnion g6n6rale cin6matographique (UGC),

which welcomed two flew parrfler, SOGEC and ACE, in 1947.
27. This film was Clouzot's second major directing experience- Although consid-

ered an emergiog direcror in the early r94os, Henri-Georges Clouzot was far
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17. CatnE, p. 2or.

34. Darmon, p.262.
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from being a novice, sioce by now he had already directed Tbe Murde*r Liru
at Number 2t (L'atsatsin hahite aa zr, r94z), as well as a short iilm in r93r,
La terear d* Bdtig olhs.Io addition, he *'orked as a scriptwriter for several
6lms, some of them made in Germany dudng the r93os. In r94r, Clouzot
sigfled a contract with Contiflental and became an expert s'ithin the rhriller
genre,
The CLCF was actually creared as an undetground movement at the end of
r.)13.
Among celebrities of che profession, Jacques Pr6vert, Jacques Becker, and
Rene Clair came to Clouzot s defense.
The Hollywood remaLe of 7ie R.a,en, entitled The Tbiteenth Later (r95t),

srarred Charles Bovet and *'as directed by Otto Preminger.
A conract printer is the machine used to make a release print before seoding
its 6nal negacive Ior distribution to theaters.
This anecdote was quoted by Jean-Pierre Jeancolas in his article "Beneath the
Despair, the Show Goes On: Marcel Carn€'s Ler enJ&nt! du Pdrd.lt (r9q7

r9,+f)," in F*nch Film: Tertt and Contetit! (New YorL: Routledge, r99o),
p .  r 20_

The rhtee main centers of production during the Occupariofl were Paris, Nice
(studios of Viccorine) aod Marseille (Marcel Pagnol's studios). In comparisoo
with the thirty studios in Paris, the nine studios in Nice offeted only limited
access for {ilmmakers.

Jean-Pierre Jedncolas, p. rr8.
Translated by rhe author from the 61m s original screenplay by Jacques
Pr6vert and Pierre Laroche. lrr r,ri;tekn du r|it (P^ris. La Nour-elle edition Les
classiques du cin6ma frangais, 1947), p- roo: "Oubli6 dans son pavs! iflcoonu
ailleurs, tel est le descin dr.r voyageur."
Translated by the aLrthor: "Regardez comme les flames sont prdvenantes pour
moi .  .  .  el les me lEcheot comme te femit un jeune chien, '  p. 99.
Edward Baron Turk, Child af Paraclie: trlartel Carxd and the Goldet Age aJ
Frmrh C)nena (Cambridge, MA: Harvard University Press, 1989), p. -r95.
Turk, p. zo6.
For a detailed accounr of ahe preparation of the set, see Jill lorbes, Let Enfantt
du Paradis (London: Brirish Film Institute, 1997), pp. rr 14. The subtle
technical qualities that made the boulevard du Temple the most Famous set
in French Iilm hisrory is unveiled by Jill Forbes: "The cAarm oI Tmuner's ser
in the harm of recognitiofl, the pleasure detir.ing from the fact that the
physical environmeot is exactly as the viewer somehow always expected it to
be, a second-level recreation based on the impressions of orher artists and
ilLustrators already in wide circularion. Paradoxically, the success ol the sets
derives from their lack of in\.entiveness and their conformity to an ideal
'original, which we already carrl in our mind's eye. One ofTrauner's special-
isms (following Meerson) was .he ,nnpe l'tyil which is used in the crowd
scenes of the flm on the Boulevard du Temple where the last twenty metres
of rhe ser were pajnted, aod c}-ild extra-s were brought in to inctease the sense
of perspective." Forbes, p.2r.
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42- Parket Tyler, Clastict af tAe Foreign Frlz (New York: Citadel Press, 1967),
p .  r 43 .

43. Initially a Franco-Italian production, Childten of Paradirc had its lirst scenes
shot during the summer of 1941, but was almost terminated as a result of rhe
sudden American invasion of Sicily in November 1943. Path6, at the cime
eager to complete with its European rirals, agreed to take over the gigaflric
projecc. The shooting resumed io February 194.1, and the picture was com-
pleted in March r94;.

44. Forbes, p.45.

4;. Forbes, p. 36.
.16. Andr6 Bazin, "The Disincantation of CatnC," \n RediloNeing Ften& F iln (New

York: Museum ofModern Art,  r98j),  p. r3r.

47. Darmon, p.343.
.+8. Bertin-tr{aghit, pp. 86-r()8.
.+9. In particulai, it was Guitry's status oa persooa grata amoflg Parisian incelli-

gefltsia, which at the time was eoough for social collaboration.

5o. For more details on Le Vigafl s unfortunare vicissitudes, see l)armon, p. 299.
jr. Roy Armes, Frencb Cinema (New York: Oxford Unir-ersity Press, 1985),

P .  121

Cnaprpr< 4: THE PosTvAR ERA

r. Oo Aprit 29, 1945, during muflicipal elections, women in France obtaioed
the rigbt to vote, exactly rwenty-frve years after theit American counterparts-

:. The origins of film noir go back to the prewar period wirh poetic realismJ
which indirectly inspired many American directors aod novelisrs.

3. The N{onnet Plan in particular laid the groundwork for the furure European
communttY,

4. Jacques Pr6vert's Paroler was published in 1946.

5. Beyond the 6eld ofarts and humanities, Irance was rhrusr into rhe spotlight
with such athletic achievements as boxet Marcel Cerdafl's world championship
in r948 (he d;ed tragically in a plane crash the following year), cyclist l,ouisor
Bobet's triple win of the Tout de France in ry13, r<)14, r95j, and marathon
gold medalist Alain lVimoun's 1956 Olympic Games in Melbourne. These
arhletic achievements made rhe headlines of French newspapers in rhe t95os.

6. Pr6dal, p. 85.

7. The advent of new possibilities for the entertainmenr industr]' provided the
Itench population with a growiog variecy of escapes, such as televisron,
s'eekends in the coufltr5r, vacations, tourism, and automobiles (the indefati
gable CitroEo : CV and Renault 4 CV).

8. According to 6lm hisrorian Ren6 Pr6dal, each year France accepted the entry
of 186 foreign 6lms, among which r2r were American, all dubbed. The
original versioo teleases. however were excluded €rom rhe above statistic since
they were nor signincaot iD number. Pr€dal, p.4r.

9. The quota technically required Ftench theacefs to screen French 6lms for a
minimum offour out of every thitteen weeks. After 1948, it was iflcreased to
Iive weeks.
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ro. In addition, the CNC was in charge ofmonitoring box oifice receipts, assuring

dt 'rrrburorr acr ur.,re bor of6re revenur\.rnd reporring on marker rrends

r r .  C r i sp ,  p .78 .
rz. The rnain objecrir-e was evidently to counterattack the Predominaoce of the

colossal Americao productions with bigger financial means

Mast, p. 365.
Colombat, p. z7-
Henri Alekan displayed the lilm s outstanding slructlrring of lights and

shadows. He distinguished rhe opposed effects of focused spotlighting (/zzl

bts mi directiaxel.let) and diffused lloodlighting (luniiu m ti direxionelhs).

The abstract dimension was Enally palpable. Diffused lighting successfully

Lreated a psychulogi, al clrmrre and blurr ine.s

Cocteau originally had io mind internationally renowned actless Greta Gatbo

or Marleoe Dietrich for the role of D€-ath-Princess.

Translated by the author from the original Orpheus screenplay (.Heurtebise to

Orph6e): "Les miroirs soflt les portes par lesquelles la mort vient et va; du

reste, regardez \.ous tolrte votre vie dans uo miroir: vous velrez la molt

travailler comme les abeilles dans une ruche de verre "

For a complere explanation of the special effeccs used in the liim by Cocteau

himself, consult Andri Fraigneau's Cuteat an the F/n (New York: Dorrr,

r 972 ) ,  pp .99 - r l r .
Armes, p. r44.
In contrast to the thriller genre, che comedy, deeply influeoced by several

flacional cinemas, *'as able to remajn roo percent French.

The French also had their own process called Rouxcolor, which did not receive

proper tnancial backing and consequently came too late on the interflatiooal

market to commercialize the color process. Marcel Pagnol was probably the

oflly flm director to attempt the new sophisticated technique in an unsuc

cessf,l flm, La Belle neunihe (.rg48).

Conceived io the early r93os rhe Technicolor Process fuflctiooed due to a

beam-splitring optical cube at the level of the camera lens, to expose three

black-and-white lilms. In theory the idea was simple ri(hen che light beam

entered the camera it was to be divided into three beams: one captuliflg

green, one red, and the last one blue. The three scrips were then develoPed

independently before printiflg them throlrgh their corresponding coloring

Once ju-rtaposed togerher, the ttiple 6lm fashioned a convincingly truthful

approximation of natural color.

r6 .

r ' /  .

r  8 .

r9 .
24.

2 r .

2 2 .

21. Crisp, p. r44.
:4. Armes, p. r67.
:5. Surprisingly enough, during che r95cs, Claude Autaot_Lara apPeared to rhe

6lm critics as a "leftist bourgeois" whose tendencies for anarchy oftefl shocke'l

morality, religion, and bour€ieois values

:6. Olivier Barrot and Raymond Chirar, Noit et blanc: 25o act.tttt dt cino|2a

frangai, t93o 196o (Paris: Flammarion, zooo), p.434.

27. Sadly enough, after four marriages, the last years of Martine Carol's career

*'ere difficult due to an escalating dependence on drugs and alcohol

:8. Andr6 Cayatte (r9o9 1989) published six novels before entering the litm

profession. Through collaboration, he 6rst wrote Marc All6gret's The Cuttaitt
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Rier (Extfte &r afihle!, 1938) and Jean Gr€millon's Srozzl V'dten (Rematq4el
r94r). Thanls to the help ofJacques Pr6vert, Cayatte was noticed wirh the
famous Tbe l-nets of Vvona (Les anant & Vlraza r 948), one of the innumer,
able versions of Shakespeare's Rarzeo and Juliet. b, r9to, J/utice L Da e (J&ttN
eit Jdite. r95a), whose scenarist, Charles Spaak, revitalized the plot with zeal,
demonsrmted how popular juries. despite freedom of conscience granted by
the law, still remained prisoners of social and moral conditioniflg as well as
upbringing. We Are All Mardter: lNoLr sowee! toas det assas.riu, r95z) dealt
with the problem of crime during wartime. Litrle concerned wirh showing
rhe subtle llaw of modern judiciary systems, Cayatre s poinc oa view relent-
lessly aimed at underlying wirh strengtb and sinceriry his convictioo againsr
the rveakness of the jury system? the absolute arbitrary nature of the death
penalty, and the difiicult, even impossible task, for an experieoce judge to
render justice at the beginning of his career. Although never a cinemato-
graphic innovator, Cavacte's contribution to lrench cinema remaioed deter-
minant in its critical view of French smiery of the postli-ar era and the
French moral rule of cooduct. No one remained indifferent to his films. His
filmography ir'clv)es Before the Deluge ( AN.l1t le d4/uge, r9y), An E1e ftr an
E)t (Oeil pon oeil. 1956), and The Mirtr Hat Tuo Facet (Le niroir ) deux fatet,
r9t8).

29. Prd<Jal, p. 84.

3o- Vincendeau, p. :6.
lr. The same !'ear Brigitte Bardot married Roger Vadim (both had known each

other yeals earlier), but she wished to marry bim when she was ser-enteen.
The marriage lasted only five ye-ars.

3:. Hollywood actor Curd Jiirgens, imposed by Columbia Studios, featured io
the film as an Americao millionaire due to the Gnancing by the American
company of both color and Cinemascope for the film.

11. Stc\er, b cinlma frangais, p. ry6.
14. Prddal, p. r37.

15. In r97j, Brigitte Bardot officially announced her retreat lrom the screen and
began to devote herself to what had become rhe major ioreresr in her life,
animal righrs-

36- During the spring of 196o, Sjmone Signoier and Yves Montand were oeigh-
bors at the Bercrly Hills Hotel of Marilyn Monroe and Anhur Miller. Mooroe
told her dresser (who later wrote a biography) that Miller enjoyed talking ro
Signoret and that afrer she went back ro France to make another picture, he
also left for New York to work on a play- Monroe and Montand did indeed
haye che aunture that rvas speculated about in the press.

37. Ginette Vincedeau, 'fbe 
Conlunion ta Freuh Cinend (I-ondon: Cassell-British

Film Inst i tute, r996), p. j4.

18. Frangois Truffaut,The Filns in M1 Life (New York: Simoo & Schusrer, r97o7,
p .  \ 72 .

19. It 1916, Claude Autant-Lara temporarily regained critical esteem with pro-
ductions like Fotr Full Bagt, aod prompted even moderate acclaim from
Fraogois TruIlaut himseli The 61m, an immediate success, was recogoized as
an audacious movie by Truffaut, who two years earlier had vehemently at-
tacked Autant-Lara's style, stating "Autant-Lata seemed to me like a butcher
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who insjsts on tryjng to make lace." Trtffutt, The FilM in MJ Lirt,
p . r 7 r .
Unlike the United States, Ftance does not differentiate becween A- and B

rated rnovies (usually determined by budget scales).
Buss, French Filn Nair, p. 46.
Simenon's novels were even more often adapted to the big scteen than nine-

teenth-ceotury authors Emile Zola and Alexandte Dumas.
Marcel Carn€ adapted the novel to the screen with Three Ro'tu in Manbattax
(Trais chanbru ) l\'lanhattan, t96i).
The remake o( Diaboliqte, directed by Jetemiah Chechik, released in 1996,
featured Sharon Stone, Chazz Palminteri, and Isabelle Adjani. As an icy
femme fatale, Sharoo S.ore rr,as idealll' cnst as rhe aloof schoolteacber, a role
made famous by Simone Signoret.
Despite tbe inrernational success of the frlm ac che Cannes and Berlin Film

Fesrivals, IlalJer of Fear was recei\.ed with tather circumspect comment by
American frlm cricics, who mainly reproached Clouzot for his indirect con-

demnation of American oil companies' hypothetical involvement in the so-
called banana republics.
Pierre Boileau and Thomas Narceiac's novel et iale.l D'el]tft les martt \\as

adapred to rhe screen afld became Alfred Hitchcock's Vertigo (1958).

Born Angelo Borrioi in Patma, l taly, Lino Ventura (r9r9-r987) came to
France as a child in the mid rgaos- r)/hen in 1953 Jacques Becker sought a
stronR-minded, charismaric character to counteract the emotional weighc of

Jean Gabin's presence in Crisbi, Lino Veotura appeared to be the appropriate
actor. His memorable role as Angelo ser the ageflda for the rest ofhis acting
career. Venruras physical and authentic preseoce, mainly cast in gangster
roles, pervaded che screen wirh a rare magnetism of self-contained masculioiry
in such 6lms as Henri Decoins Razzia sar Ia Cbaouf (,Razzia ur la chnauf,
r9i5), Louis Malle's Eletator to the Gallaut (Avenre r porr l'lcbafdrd, \958),
Claude Sautet's Tbe Big Rik (Cla::e taat ritqm, 196o), Georges I;rutner's
Mantieu Gangster (Let tontons flingeat, r963), Heori Verneuil's Greed in the SIx
(Ce t nill. dtllan at uhil, ry61 and The Sicilian Clan (Le clan de: Sicilient,
1969), Robert Enrico s The \VLe Gryt (Lu gtand.es gueules, r;611, Jean-Pi<rre
Melville s The Secand Breaty't (Le dz*xiine sa{fq 1966) and The Shadou Arny
(L'atmde des onlnu. r969). Francesco Rosi's Cadauti eue/lenti (Illtltiau Call)te!,
1976), Claude Millet's Under S*:fician (Garde ) uue, r98r). and Josd Gio-
vann s Tbe Ruffizn (,Le raffaa ry83).
Born Jean-Pierre Grumbach, Jeao Pierre Melville (r 9 r 7-tl) took his surname
from novelist Herman Meh'ille, whom he admired. He began his cinemato-
graphic career io 1941 by cteacing bis own prodr"rction company, OGC, with
independently made adaptations of major Fiench literary works: Vercors (Le

si/ence de Ia tneL 1949) andJean CocteausThe Sttange Ones (Les enfant tenibler,
t95c1. Mel:uille s Bol tbe Ganbler paid homage to the old school oF American
gangster movies aod directly stimulated many future New \(ave directors.
Co-written by the popular chrillet novelist Auguste Le Breton oules Dassin's

Riffl, the srory traces the vicissirudes of obsessive gambler Bob (Roger

Duchesne), who ptans a hit at the Deauville casilo by btinging together a
squad of old ard new associates. (Despite the doubtful likelihood the gangster
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boss does not change his mind). Unlike many polars of the decatle, the general
ambience, despite many srylistic and themaric allusions to American gangster
6lms, remained indisputably Irench.
'lrrffllx, 

The Film in XIy Life, p. L8o.
Battle af the Rails (La bataille dt rail) rcceived the Special Jury Prize at the
1946 Caones Film Festival, The Damned (Ia nan&l) 'ilas honored with the
Grand Prix at the 1947 Cannes Film Festival.ln 1949, The Wall.r tf Malapaga
(A deld des g/;|fu, 1949) won .he Besr Director award ar Cannes.
Frangois Bover's novel was frsc published in the United States under the ritle
The Secret Gant (r91o) and was a besr-seller duriog rhe early r91os.
Brigitre Fossey conrinued her {ilm career as an adult and appeared in Beftrand
Blier's Going Placet (Les talserse:, 1974), Frargois 

'ftufraut's 
The Man Vho

Larcl lYonen (L'bam7/p qtui dilna;t let fenmes, r97 ,-), and Giuseppe Toroatore's
Nfurn'a Cinena Paratliso (r988), among other.
Translated by the author from Ren6 Pr€dal's 5r: au de cinlna Jrangai.r: "Entre
vingt et rrente ans, le cin6aste s'use;r jouer les gargons de courses alors qu'il
vit sa p6tiode la plus cr6ative. Mais le talent er les iddes ne som petmis qu'aux
anciens. De trence ) quarante ans, il est alors second puis premier assjstanr ou
cosc6nariste, mais on attend de lui de la technique, de I'habilet€, de l'eficacitd,
et toujours pas de craation." Pr€dal, p.9:.
Alain Resnais was the epitome of rhe so-c IleA ar tte engagt (politicalty dedi
cated artist). To date, N-lglr and Fog (,Ntit er broaillad, 1955) remains the
best evocarion of the horror of Nazi camps. Presented in the form ofa short
film documentary for rhe tentb anniversary of the iiberation ofthe concentra-
tion calr,ps, Night and Fng offers a disquieting look at life in the Nazi concen-
tratiofl camps ̂ fter 1912. The screenplav was written by Jean Ca1'rol, a camp
survivoi. As he would do in his oext [e^lue, Hirlrbina Nan Anaur (Him:bima
tr'Ion Ana*. r9i9), Alajn Resoais manipuiated the chronolog]' with memory
by alternatinl; contemporary colot sequences of rhe empty camps with black-
afld-wlrite footage of Nazi documentaries. The lilm emphasized the fate of
the victims more than the extermioarion ofthe Je.rvs in general. Its concllrsion
\ug8 (s reJ  ro  t he  v i ev , r r  t ha t  w i rh  (he  e r i ' r r ng  res r imon ! ,  one  mus r  a \ \ ume
that hisrory is lever a sealed book. Censorship allowed release of the film only
after one scene showing a French police ofiicer guatdiflg a concentration camp
during rhe German Occupation was cur. At rhe r9t6 Caflnes Fitm Festival,
the German embassv obtained in exrremis the expulsion of the 6lm from
Irench selection. The lilm was still presenred in Cannes but under the label
H1ri (an?eiria . Nig/rt and Fag won theJeao Vigo Ptize 1o 1916.
Robert Bresson was a painter and photographer before he released his 6nt
sbot film, Let affaires publiqres ifl r9l4 (unexpectedly a comedy). This ex-
plains his use of gtaphic metaphor, which Fervades his works. Bresson's
original phcrtography, based on a particular con.epr of rhe image (involving
implication and sense mther than beaury), srrove to express itselfthrough che
actori minimalist a.ting and combinations of "flat' images nther than move-
ment and skilled dialoeue.

49.
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56. Ell is, p. r9t3.
ir- Krist;o Thompsofl and David Bordwell, Filn H tary: A,n Intrrdtld;an (New

York; McGraw-Hill, r99j), p. q16.
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5 8 . ln the Montluc Prison, more than seven thousand mefl had died during the
Occupation under the Gestapo-
Iot more oo Bresson's A Man E!tupetl, see Allen Thihet s The Cinenatic lluse:
Critiral St dier in the Hitary af Frcxch Cinema (Columbia: University of Mis-
soui Press, r97 1pp. r29-r42.
Commenting ofl Bresson's stvle, Frangois Truffaut observed, "I(/e kno\\' rhat
Bressoo directs his actors by holding them back ftom acting dramatically.'
from adding emphasis, forciog them to abstract ftom their'art-'He achieves
rhis by killing their will, exhausting them with ao efldless oumber of repeti-
tjons and takes, by almost hypnotizing them." TrLrffaur, 'fhe Filnt in M1 Life.
p  r92 .
Truffart, The Fihu in M1 Dfe, p. t91.
T
Translated by the author from rhe original screenplay: "NIom ami Jacques
Becker a recrac€ dans torx les d6tails une bistoire vraie: Ia mienne. fa s'est
passd en 1947, i la prison de la Sant€."
Ren6 Climent's Pzlple Noaz opened in New York in late August 196r.
In r999, Aothony Mrnghella (Tbe English Patint, directed anocher version of
The Tahnted [1r. Riplq. After being ouc of circulation in the Uniced Stares
for many years, Il{artin Scogese re-released Pleia St'/ei/ nnJer the ti:Je P}//P!t
Aroaz in 1996.
At the time, Patricia Highsmirh was renowned for Stungets on a Train,
adapted to the screen by Alfred Hitchcock in r95r.

CHAPTER ': THE YEARS oF THE FRINCII NEw \WAVE

Born Catherine l)orl6ac, Catherine Deneuve be1;an her 6lm career as a teen-
ager r.rsing her mother's maiden name and appeared in several lilms, such as

Jacques Poirrenaud s The Daors Slan (Ler parns daqwnt, rg6o). wich her elder
sister, Franqoise Dorl6ac. Often associated with roles representiflg a "depeod-

able" bourgeoise, Catherine Deneuve became internationalll' famous thanks
ro Jacques Demy's 7&e Uttbrellat af Cherbaurg (Lu faralluiet & Cherboury.
1964), frilowed by 

'fbe Ywrg Gith af Rthefart (Ia lenouellet dt Rathg[ort.
r967). Dereuve is well known for her photo€Jenic, classic beauty. Her feacures
have embodied Fmnce for decades, as her image has been used since 1985 in
French city halls, succeediog Brigitte Bardot as a model for Marianoe, the
symbol of the French Republic. On screefl, she has often represented strong,
independent women, but she also has played memorable roles disclosing
frailty and modesty, such as in Aodr6 T6ch1,n€'s My Fatorite Seasax (I'Ia vi:on
prr'f&le, ry93) r d R€gis Wargnier's Indtchint (Indacltine, 1992). In r98o, she
won the Cesar for Best Actress for Frangois Ttrffat's TAe larr tllirL (Le
dernier nitra, r98o) in 1998 for Nicole Garcia's Place Venddne (PIa* Vend6me.
1998), and in 1993, she obtained the C6sar for Besr Actress and a flomination
at the Oscars for Best Actress as well.
S(hen asked about the mosc importaflr eveflrs of the decade, Frencb people
usually respood with the construction of the Berlin wall in August 196r,
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67. Translated by the authot from the rcview L'A1Ent Sciza, (:6r February r98r).

64.
65 .
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which remained ofle of the uncompromising political barriers for the next
three decades; US President John Kennedy's assassination in 1963; rhe feats

of Soviet astrooaut Yuti Gaga.rin, who was to o(bit tht earth io April 196r;
and the revolutionarv Ernesto 'Che" 

Guerara, who became one of the most
powerful symbols of a oew geoeration. In the world of spofts were Jacques
Anqueti l ,  who won 6ve Touts de Fraoce (r9j7, 116r, 1962, 1963, af ld

1964), and Jean-Claude Killl', who won three Sold medals in the Winter

Olympics in Grenoble in r968.
During the nighr of October ir, r95zl, more than sixty bombing attacLs
occuffed all over Algerian territory, which officially marked the beginning of
the insurrection. The FLN (Algerian Liberation Froot) became the main
political party ar the iodependence in 1962.
French state censorship was srill very much unsympathetic wich the cinemat
ogrnphic medium, despite rhe rapid social evolution ofthe r96cs.
The movie career ofJeanne Moreau (b. 1928) began in 1949. She acted in
about rwenty lilms. mostly in small roles. From a classical backgtound (Con-

servatoire, Comidie-Frangaise, T]r€itre national populaire), Jeaone Moreau
deeply influenced French contemporary sensitivity on eroricism and feminin-

ity. Vhile she was srill at the Comddie-Frangaise, she starred wichJean Gabin
and Lino Ventura in Jac<1ues Becker's Gri:hi (Toucbez pat aa grili. rgfl. She
had acted regularly in movies since 1949, Lrut eas already thirty before the

New Vave found proper use of her image. Known for her sophistrcatecl
porrnyals of amoml heroines, her real revelation as rhe supreme seductress
was in Louis Malle's Eletator to the Gallall\ (.A.treue r po r l'tAaf4 d, 1911),
followed by Tbe Lner: (Les dntr tt, L9j8) xnd Fraoeois Truffaut s J e: axd

Jin g|b er Jl , 196r). Nforeau directed two lilms herself, Light (L niire,
1976), which she also wrote, arLcl The Ad,tlescent (L'adolescenu. 1979). Twice
ptesident of the Cann.s Film fesrival, in 1975 and I99j, she was otre of tbe
rare French actresses ro be consisrently soliciced by great interoational names
such as Orson Velles, Rainer \Carner Fassbioder, Luis Bufruel. She is mostly
remembered for her roles in Truffaut's The Brifu Vare Blacl (La marile y'tait en
no;r, 1968), Jacqnes Demy's Ba1 af Angtl: (La baie &t Angu, 1963), Malle s
Tbe Fire l(/ithin (Le fet falla, r96a) ^od ViM Marial (Vira hlariai. 1961),
Luis Bunuel's Drary o/a Chambermaid (Le joural d'zne fenne de chanbre, ry64),
Bertrand Blier's Going Places (Les ulrczrc:. 1974), Luc Besson's Ld Fon ne
Ni&tta (N;kna, rg89), and for het memorable voice io Jean Jacques Aonaud's
The Lot'er (L'amant. r99r). Moreau won for Besr Actress at the 1960 Cannes
Film Festival for Peter Brook's Moletato Cantabih and the C6sar for Best
Actress in r99z for Laurent Heynemann's The Old Ladl Vh,t \YalAed in the
Sea (L,z r'ieille qti nanhdt dan: la ner, r<;9r).
Georges Poujouly (19+-96) first started his actirg career as Michel in
Forbidden Gamet Ueu ;ntedix, rglz), then appeared in supporting roles for
several flms, such ar a schoolboy in Diaboliqte (Lu diaboliquet, 1951), as Jear
Louis Trintignant's younger brother in. . . Anl God Crwted Wlfian (Et Die
crla Ia fenme. 1916), afld as rhe clumsy Lonrs in Eletatt to tbe Gallaar
(A:cm:eu pou l'lrhafau/ 19111.

.t. Bass, Frencb Film Noir, p. q6.
8. Alexandre Astruc (b. r9:u 3) was one of rhe frsr critics to convert to film
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directing and as a result inspired many futute youhll directors of the nou,elh
r,zgue. In his 6rsr important feature film, The Crinton Cutaix (Le ridr',za
cranoiti, r91z). he used the voice-over for the lirst-person narration. Although
later drawn to a more formal literary cinema, he remained a pioneer of the
spirir of the New \{/ave.

9. Truffaut s article was finally translated in English and published in January
1966 in the English version of the Cabier d inhi&.

ro. Franqois Ttuffaut, The Fihns in l\ Lrf (New York: Simon & Schuster),

P . 1 1 1 .
Unlike the frequent pseudo-autobiogaphical aspect of New \(ave 6lms, rhe
auteurs of the early r96os were more srimulated by war issues, for example,
Agnls Varda and the wat ih Algerit Glr'o Fmn S -tl 7), or tle atomic bomb,
for example Alain Rtsnats \Hb'orbbna Mon Amr'*r).
Claite Clottzot, Le cinlna frangai depui: la no*telle rague, p. q8.
French New \(ave, by conjugating the romanesque factor and documentary-
like fiction, was coflsequentlv far olf the line of work used by neorealist
artists.
The notion of literaty adaptatioo was also entitely reevaluared by Alain
Resoais's Hitathima. I'tan Anaur as "lirerarure" was taken to a new type of
cmnsposition ao tie screen: conventional ideas were conveyed througb a
revolutionary medium.
These outdoot location shootings were made possible by the technological
imptovemeot ofthe r95osr io pa.ticular the use of more seositive 6lm stocks
(2jo ASA). For more oo these cinematic improvements see Ren€ Pr6dal's to
an de cinha Jrangai.s. pp. r2l-2j.
Although advocaces of outdoor locations and natural lighriog, French New
Wave lilmmakers had ro work within certain technical constraincs. In an arr
that principally involved the exhibition ofvulnerable visual appearances, the
presence of artifrcial lighting could not disappear overnighr, especially in
daylight shooring (outdoor locations); rechnical operators were compelled to
rely on a cettain amounc of artilicial light to lessen highlight effects or ro
brighcen the oatural datkness.
Also used in televisioo, the invenrion of ultradi rectional microphones allor'ed
the source or the voice of the intended actor to be isolated in the general
floise of an outdoor location.
Clouzot, p. z:.
Sardent was the acrual village in the Creuse regitrn where Claude Chabrol had
spent part of his childhood.
Truffaut, Tbe Fihu in Mj Lifa p. 3.
Ttuffaut, Tbe r'ilnr in Mf Life, p. 4.
The Fasr Handred Blolrs conirrled up Jean Vigo's Zela lat Cznd&tt (Zita de
cand&ie, r91J). The English translatior of bt quatre cent: ca,ft coJld Ee
"Raising Hell,' recalling the pillow 6ght scene in the boarding school in
'l igci s Zuo far Condact.
Although his childhood took place during the years oa rhe German Occupa-
tion, Franqois Truffaur did flot leel comFortable erough for his 6rst full-
Iength film to re-create the particular ambience aod bacLground of the war,
aod coflsequeotly transferred the rnrrative co the r9tos. Strangely enough,
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and despite Anroine Doinel's depiction, Truffaut never acknowledged makinSg
an entirely autobiographical 61m.
Stalen Kiset, whose score was a tribute to French singer Chades Trenet s
evocative song "Que reste-t-il de nos amour?" naffated the urban chronicles
of Aotoine Doinel $ean-Pierre L6aud), now a twefltv-year-old it Paris, unsuc_

cessfully crying to iflitiate a career as a private deteccive as well as an unad-

veoturous romance. Buc his cumbersome behavior around I'omen thvarts his
plans. The 6lm, although not Truffaut s best, earned more than a aew awards,

with a nomiflation for Best Foreign Film in the 1968 Academy Awards, the

Prix Louis Delluc ahat same year, and prizes for Best Direction and Best Film
in the 1969 New York Film Critics Circle.
One ofthe reasons for the fasciflation with Ametican B-series gangstet movies

b1' New lfave directors was the obvious parallel (thev liked to think) n'ith
their own sitration as authors. Indeed, in a Hollywood where production lefi
no personal trademark on lilms (especialty for cinematogmphers, cameramen,
and even djrectors) and where the mode of production relied heavily on tight

scripr; B movjes left an unusual amounc of treedom for filmmakers.
26. James R. Paris, Tle Gteat FrencA Frlrzr (Secaucus, NJ: The Ciradel, 1983),

p  r 7 l
27. Bel looe, p. r" i .
28. ' fyl 'er, p. zz4.

A good illustration of the characteristic refusal of realism in rhe narration
(long-established relarion cause/effect) is the use of numerous and almosr
subliminal flash cuts in rhe characters depi.tion, precision ediring, which
disrupted rhe habirs of spectacorship.
The long tracking shots of grandiose settiogs, iolused wich a horizontal
conrinuity (evoking the characters' stream of consciousness), made the differ
enr motions of rhe carttera a beauriful combination o€ studio and outdoots
shors (captured in Cioemascope by Alain Resnais's cinematographer, Sacha
Vierny).
Francis Seyrig s hypnocically dreamlike music cootributed to the overall mes-
merizing performance of Latt Year at Matienbad.

Jacques-Bernard Brunius, Erz narge dz cinhra fiangar'r (Paris: Arcanes, 1954),
p  r  30 .
Jean-Paul Belmondo (b. rgl l)  started his acring career on the stage io r9ir.
His 6rst film role was in Marcel Carn6's The CheaurL (Les trirbeur:. r.l.58). A
year later, he landed his lirst rmportant role in Claude Chabrolt Double Tuitt
(A do le taur. r 959), then stared with Lino Ventura in Claude Saute. s Trs
Big Rih lClasse tau risqws, t96o).In r959, his destiny took a dramatic turn
in Jeao-Luc Godard s Breath/es, and immediarely after he imposed a face on
French cinema thaf lasted for the rest of the century. His unusually uncon-
cerned stvle and antiheroic disposition magnetized a young French public of
the earll' r96os and promored him as one olthe most popr.rlar male 6lm stars.
Early associated with the New \/ave, Belmondo distanced himself from it
with commercial movies such as Philippe de Brcca's That Man af Rio (,L'houme

de ka, ry6.,). BeLmondo finally obcained critical acclaim with a C6sar for
Best Actor with Claude Lelorch's Itinetan of d Stailed Child Qtiny'raire d'8
enfali gaft, ry88).
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The remake ofJean Lrc Godatd's Btathlett came our ;o 1983 with the same
title, starring Richard Gere and Valerie Kaptisky and directed by Jim Mc-
Bride.
By the turn of this new cenrur'- acror Michel Piccoli (b. r9z5) is one of
Freflch cinema s living legends, with an acting career ahat has spanned over
four decades. Like most film actors of his generation, Piccoli was trained ofl
the srage, starting with an appreoticeship at the prestigious Thddtre national
populaire, which conseqLrently triggered a future career shaped by every new
twist of contemporary moods. However, he orves his existiflg notoriery in
French cinema to Jeao-Luc Godard for his role i^ Contenfi (k mlpfu, 1964,
opposite Brigitte Bardot. Like Jean-Paul Belmondo and Alain Delon, Piccoli
has not always peformed in masterpieces, but he left his special trademark
oo every part of ao inspired personal identity. As the architect and betraying
husband in Claude Sautet's Tbe Thhgs of l-ife or the disillusioned physician
and betrayed husband in Vincent, Piefte, Pa*l and others, Piccoli could rival
and even surpass aoy of his celebrated fellow actors in ifidistinct intricacy
between character study and real-life acting. ln addition, Piccoli is one of the
few French actors to have successfully woiked with Italy's rnost prestigjous
directots for example, Marco Ferreri (Blou Oat/La granle botJfe, ry7 3), Sergio
Cotbl:cci (Neopalita/t ThrillerlGial/a ndpoletana, r9j8), and Lilana Cavani (Be-
yoxd Obsusion/Oltre ld partd, :'982). Piccoli won for Best Actor at the r98o
Caones Film Festival ior Marco Bellochio's Saha nel uata (Le uut dau le dle)
aod at the 1982 Berlin Film lestir.al for Pierre Granier-Deferre s A Str,tnge
AJlair (Une ittange affaire, ry8r\.
Dialogue from Jean-Lnc Godard s Ca ter pt as translated by the author.

C.tlarttn: Tr ahnes nes )e 12 Pa:ul:0/.!i.
C.tllrttn: Tt abnes na btwche? Paul: Oui.
CA]MTLLE Tu aimer mer reit? Patli Otui.
CAMTLLE: Tu aimes mer fes!e!? P^]uI: Olti.
CttntrF: Alors, t n]',rine|? Pa.ul. O/ti.

Dialogue fiom Agnis Vatda's Clr'a fron 5 to 7 as tmnslated by tbe author.
Cl€o: "Ah, les hommes c'est pas pareil. Ils artendent roures les femmes. Il les
abordent, ils leur parlent. D'habitude je ne rdponds pas, mais lA, jai oubli6.

J'avais I'esprir ailleurs. Puis vous avez I'air si calme-" Antoine: 'Je suis en
permission." Cl6o: "Et ce cosrume?" Antoine: "Vous voyez, je suis i moiri6
en uniforme. A moiti6 parti, quoi. C'est que je repars ce soir. Oui, ce soit
c'est 6ni. J'avais trois semaifles et je fl'ai rien fait, c'est trop couft. ea me fait
plaisir de \.ous parler. Vous 6tes mari6e?
Dialogue fiom AgnEs Varda's Clio fran 5 t 7 as translated by the authot.
Antoine: "Moi c'est plut6r mourir pour riefl qui me d6sole. Donner sa vie )l
la guerre c est ufl peu triste. J'aurais mieux aim6 la donnet n une femme,
mourir d'amour." Cl€o: "Vous n'avez jamais €ti amoureux? Antoine: "Oh si,
des tas de fois, mais jamais autant que j'aurais voulu, ) cause des 6lles, vous
savez comme elles soor, Elles aiment, er puis toral, elles aiment qu'ofl les
aime. EIIes ont peur de tour, de se donner i fond, d'v laisser une plume ou
deux. D'€rre matqu6es. Elles aiment ) moiti€, elles s'6conomisent. Leur corps
c'est comme un joujou, ce n'est pas leur vie. Alors moi aussi je m'arr€te en
route et je ddbraye. Excusez-moi de vous dire tout cela, je ne vous connais pas-"

38.
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Susan Hayward and Giaette Vincendeau, French Filn: Texts and Contexts (New

York: Routledge, 2ooo), p. 2j7.
Interesringly, Jean Gabin was reunited oo stage, in 1936, with the mosc

eroticallv glamorous actress of rhe r93os, Viviane Romance, with whom he

had oot worked since Juliefl Duvivier's 
'Il;9 Vere Fite (La belk iqxipil.

Unfortunately, Viviane Romance's cameo role did oot allow any mood for

reminiscilg, as her character disappears from the screen shotly after the

beginning of the 6lm.
''In 

critical siruatioos, when one taLks vith a nice caliber in hand, no one

argues. Check rhe sratistics-
"Louis? His honescv is groresque. He is almost unnatural, I mean . - . he never

even got a speeding t icket."
Discofl.ioued in February 1987, the Citro€n z C.V. quickly became tbe
Freoch car of the century- It amusingly contrasted with rhe large American
cars (preferabty spofty convertible) usua)ly featured in New \0ave 6lms (for

example, Jeao-Luc God:ard's Breathhv anrl Jean-Pierre Melville's ,/-e /a*/or).

Cnapfir 6: THE CTNEMA oF THE 1970s

Along with Bertrand Tavernier and Bertrand Blier,6lm directors Patrice
I-econte, AIaifl Corneau. aod Jean-Jacques Annaud still contribute regularly

to French cinema.
Many 6lm historians see the rise of erotic 6lm as a result of mote signi{icant
masculine susceptibilicf in conjunction with certaio economic difficulties, as
we l l  as  rhe  ,  o l l ap ' e  o f  r  r ad i r r on r l  v r l ue r .
Emmanaelle tot ed almost nine million admissiofls in 1974.
Despite the TVA (value-added tax) set at 33 p€rcent instead ofthe usual 17
percent, the erotic 6lm industry moved forward thtcrugh the decade. ln fact,

1978 \r.as the heyday ofporn flms in France, with a record r42 productiofls

that ]'ear, co.respondiog to almost i perceot of national ciflematographic
investments. On the production level, the average shootinlJ length was From

one to two weeks, afld the gefleral productioo costs remained verv low in

comparison to other commercial productions (especially since the entrance fee

scayed dre same). Under pressure from feminiscs the porn industry responded
with more male nudity. In addition, in the mid r97os, the determination
and enforcement of what coosricuced pornography were turned over to the
goverflmeflt at the same time that filmmakets were attempting to break away
frorn production codes' bans on sexuality and violence.
The pornographic film industry was defnitely a trend ofthe r97os. By the
mid-r98os, porn productions disappeared as a class from 6lm statistics. Strith
more than rto 6lms produced each year in rhe r97os, only.1 were produced
in r986. Consequently, videos became increasingly more popular,
The r97os were marked by a nunber of world tragedies and political im-
provements. In Europe, che post-68 era represented the end of the last right-

wing clictatorships with the death of Franco in Spain in 1975, the overturn
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of the military regime in Greece, afld the revolurion in Portugal terminating
several long decades of military repression as well as the dramatic eradication
of freedom\ hope in Czechoslovakia. Alexander Dubcek's modemte socialism
in Czechoslovakia appeared too dangerous to the Soviet Unio[, and in August
1968, Soviet canks invaded Prague and reestablished an orthodox communist
regime. Meanwhile, in the Uoiced States, while the situation in Vietnam
worsened each year, the r96os ended with a spectacular manifestarion of
youth and hope at N(oodstock in August 1969, which inspired countless
musiciafls rhroughout the rest of the century. Also mesmerizing was the
journey of Apollo r r, achieving humankind s oldest dream, with the larding
of the 6rst men on the moon on July zt, t969. The entire world watched
rhe event live on televisioo. Also of importance were Presideot Richard
Nixon's resignation following the \Tatergate scandal in the summer of 1914,
the tragic fall of Saigon in 1975, and the alarming crisis io Cambodia, with
revelarions of the genocide by the Khmer Rouge. The world of sports saw its
share of crisis and gloty with the Mexico City Olympic games of 1968, with
tbe display of Black power by some American athletes. That same year saw
the assassjnation of Martin Luther King Jr. and Robert F. Kennedy. Iour
years later, political tension caused one of the most dramatic eveflrs in Olym-
pic bistory, with the Munich hostage crisis io r97z resulting in the death of
eleven Israeli athletes. Fimlly, one of ahe grearest technological advancements
of the century occurred in November r97 r. This date is remembered as the
birth of what was to revolutionize world technology and ioduscry: the micro-
processor,
Susan Hayward and Ginette Vincende^t, Fre ch Film Texfi and Cantexts (New

York: Routledge, zooo), p. :44.

Jean-Paul Sartre iflteffened in favor of German anarchisr Andreas Baader and
eventually visited him in prison in Germaoy in r974.
The r97os were marked by the rriple gold medal won by dorvnhill skier

Jean-Claude Killy at the Grenoble Winter Olympics in 1968. A few years
later, the ttibulations of soccer team Saint-Etienfle who for the first time
represented a lrench club in a 6nal of a European cup. Although defeated in
the 6nal game on May 12, 1916, in Glasgow, Saint Etiefloe's exploits was
highly celebrated as thousands of supporreis gathered on rhe Champs Elys6es,
Saint Etienne remains to this date the most prestigious soccer team in French
history. In the world of fashion, aftet the ini-jtupe snccess of the r96os, the
topless vogue on French beaches, directly imponed from northern Eutope,
became the mges. In music, rhe decade was marked by the advent of disco,
which came to France through Anglo-Saxon and American rnusic, as well as
French newly reconverted singers such as Claude Frangois, Joe Dassin, and
NIike Brandt.
Following the Yom Kippur \(/ar between Israel and its surrounding Arab
nations, the OPEC oil embargo triggered the 6rst oil crisis io 1973. In-
directly, r.rnemploymenr rose for rhe iirsc aime. Immigratioo was also of6-
cially stopped for the first time since r962, leading to underground
immigration.
Io t912, a third chanoel (FR3) started to be broadcast in France.r  t .
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In addicion to tbe cindphllie on the small screen, che French cin6ma d'art et

essai experienced a revival, with close to a thousand theaters in France by the

late r97os.
ri(ith approximately twelve million TV sets ifl Fraflce by the mid-l9lcs (in

a poplllatioo of 6fty million), salvatioo came in part from the system of

coproductions betweeo European couotries in addition to the Freflch Film

indusrry and French relevision.
Among the actors and directors of the Frencb film industry, some prestigious

names have never made it to the French Academy Award Hall of Fame; these

include PatricL Dewaere, Lino Ventura, Claude Chabrol, Anouk Aim6e,Jean-

Louis Trintignant, Michel Piccoli, Maurice Pialat and Claude Lelouch (al-

though both Palme d'Or), Danielle Darrieux, Claude Berri, Jacques Rivette,

Jean-Pierre Mocky, Etic Rohmer, and Jean-Jacques Beineix. Luc Besson

finally gained recognition with the C€sar fot Best Director for The Fiftb

Ela/mt (Le .inqfuiA/ne al'neflt. r9g1).
Since the postwar era, lilms that performed the best at the box ofice (except

American and foreign productions) belonged to the commercial category.

These include La rache et le prionnin (1959), la grene du boatons G96t\, Le

ramial.td 11964), Ld grdnde udrouille G966), Les awtwei d, RabbiJanb (1.)13r,

ar,l Emman*elle (r gj 4).
Ir M7 Aneiran Untle (Mon oncle lAmlriquri), Alain Resnais tooL reference from

the behaviorist theories of scientist Henri Laborit, whose work and commeots

were at rhe basis of the projecc. Originally, a short for a pharmaceutical com-

pany, che film's script was elaborated by veteran $cleenwriter Jean Gruault

and r.on the Prix sp6cial du jury at the r98o Canres Film Festival. This mul-

tifaceted story retraces the lives ofJean (Roger Pieffe), whose political and lit-

emry career ultimately compels him to temporarily leave bis wife and

children, and to live with his new compaflion, Jaoine (Nicole Garcia), and

Ren6 (G€ratd Depardieu), a man with a rural and Catholic background who

afcer becoming manager of a textile plant endures several professional demo
tions and humiliations. As the three icineraries proceed, the central idea ofthe
lilm illustrates people s dependability on primitive instincts, which by its

constant coflnection with the physical wodd, construct an understandiog of

reality based on experiefice rather than intellect. These laws of human behav_

ior, based on brain study and animal physiognomy, exPlain how human be-

havior is conditioned by the development of early childhood.
One of the teasons for the poor coodition of the 6lms was the highly flam-

mable texture of nitrate 6lm stock, which was used ifl France until the late

r94cs, then replaced with aceiate, which was chemically unsafe. In addition,

when che film stock rao through the projectot, it became scratched or dam-

aged. Luen wrrh lrmrred seLeLflon, icquisir ion .rnd storage were expensrve and

dific,rlt, and nitrate 6lm needed regular testing to determifle whether it had

deteriorated enough to requite copying.
"La soci€t€ ftangaise des ano€es Jo ressemble a celle du Second Empire

triomphant. Elle est domin6e par le culte de l'argent, Ies grands travaux

d'urbanisme, I affairisme qui eogefldre des scandales immobiliers dans lesquels

se trouve comPromise la classe politique au pouvoir.' Sicllet, Le dnd a Jra -

gai, p. z6 (,ttaoslated by the author).

r d ,
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"Et. au sein de ce cin6ma du r€cit, la v€ritable nouveaut6 des 6lms )'sujets

politiques,' celle qui caract6rise cetce p6riode, est de oe plus chercher le plaisir

du r6cit daos des valeurs collectives mais au contraire d'exalter les individus-

ce qui passe aussi, alors, dans le jeu de fau-.<-semblaots et la th€torique proPres

i l'6poque, pxrur'r6volucionnaire, " p. 246 (traflslated by the author).

Lrhr, V/orld Circna siwe t9q5, t987. p. zo1.
lrodon described the difficult relationship between the two directors after the

screenif'g ol Dal for Nigh/ in 1971. Frodon, pp. 184-387.
Born in $9isconsin, Joseph Iosey cannot be categorized exclusively as an

American filmmaker. Afcer being blacklisted in the r95os, he moved to

England, where he enjoyed a brilliant new career that included major collab

oiations in European cinema. In the following years, he used a pseudonym

for his 6lms The Big Night (.r95r), Blind D.1te (\959:), The Criminal (ry6o),

The Danned (196), Thete Are rhe Darxned (r96t), E ',1(r96tl. The Asllssinatittl

of'frot$ (L'Atsatsixia li Tlatsk), 1972), afld Mazart s Don Ciaraxni (Don

Giallanni, 1919).
Born in Budapest, Hungarl', Alexandre Trauner (r9o6-1993) came to France

in the early r93os afld started to collaborate wich Marcel Catn6 on ear)y

successes such as Pot af Sb*low: {Qtai du brunel 1978), Hitel cln Nord (HAftl

du Nard, t9381, Dalbruk (b jaur * li*, t919),The Dnil't Emtols (,Les siears

du soir, t94zl, Children af Paradise Qtt enfanu du Paradu, t911), La Marie lht

lort (r94q, atd J iexe o/t Id cli de! unges (t95o). He then worked for

American cinema until the eod of his career but still contributed to French

6lms such as Jules Dassln's Rif.f (D riJif chez le! hammet, r955), Billy Viider's

The Apdrtrnent (196o), Joseph Losey's Mr Klein (Moaiew Klein 1916), Ber-

rrand Tavernier's Clean State (Cotp de torchon, t98t) aod'Roanl Midnight
(Autour d: nin t, 1986), Claude Berri's Tchao, ldntilt! (1981), and Luc Bes-

son s Stbual (Sub*a1, r<185).
Co.ca-Gavras lrec,rm. d Fren.h . i l izen in I96R.

Dan Mjtrione, head ofthe Ol6ce ofPrblic Safety in llontevideo, was alleged

to have in.ired the ptartice of torture in Uruguayan prisons in the r96os

Phiiippe Noiret, Michel Piccoli, Marcello Mascroianni, and tigo Tognazzi

participaaed in this eccentric, decadent comedy, whi.h imme<liately became a

*otldwide seflsation. The four friends, victims of their lust for women and

good food, decide to retire ifl a villa, where they fill tbeit days rvith an excess

ofcarnal delighc Lrntil they pass out in a catharsis of otgiastic hedonism.

Clouzoc, p. r3:.
Hjs 6rst color Elrn was llagna of Doam (L'ain/ det Fercbaux, 196z).

Melville purposely used composite chatacters as they rePreseoted several cyPe$

of people in one- For iostance, it is believed that the tole of Luc Jardie
interpreted by Paul Meurisse was partly based on Jean Moulin's and Jean
Cavaillis's extmordina$' roles in the F ench Resistance in Lyon.

The An4 of Shadaut was also published in New York a year later, in 1944.

Buache, p. t5.
Henri Verneuil employed rhe same actors as in A4 Nuntber Can \Yin (Mr'lodie

en lolts-Ml. rc)64:).
The title of the countei opemtion, which eventually ted Henry Volney to his

death, was named after Icarus, from Gteek mythology, who enited the laby
I t .
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rinth by attaching wings on his back with the help of wax. Flying high in
the sky, Icarus gets coo near the heat of the sun (or the trurh). As the wax
melts he falls into the sea.
Here Truffauc is referring to Sautet's 6rst long feature filn;'s Noas n'imu plus
a* bat (r95r) ard Tbe Big RisA (Claste tau isqaes, t959).
Frangois Trufi1ut, The Filns in M1 Life (New York: Simon & Schusrer, 1978),

P .  14 r .
Truffaut, p. 34c.
Truffaut, pp. 34o 342.
The edit inregtated additiooal material in the account, such as the presence of
a compromising letter, in order to set the illusion ofthe story against the hatd
realicy of ocher tlpes of images. Sauteis choice in editing permitted the juxta-
position ofvery different kinds ofmaterial for a variery ofrhetorical effects.

Jean Boffety, one ofthe most talented cinematographers ofthe r97os, worLed
mainly rvith French fiImmakets, Italian direccor Vittorio de Sica, and Ameri
can Robert Allman. Some ofhis most importanr work was in Claude Goretta's
The Lactmakn Q,a dentellibe, 1977), Robert Altmar''s Quintet (1979), Claude
Lelotch s Balaa (Les ms et hs dkttes. r98r') an<l Edith and Marcel (Elith et
hlarcel 19871, and Claude Sauter's Vaitet ! (Garyt/}!, 1981).
Claude Sautet ofGred Vittorio Gassman the role of C6sar with Catherine
Deneur.e as Rosalie, bur the Italian refused the role. Sautet's inadr-ertently
chose Yves Montand, as both met during a lilm projecrion. The director,
rouched by the actor's features, immediately realized that Montand was per-
fect for the character ofC6sar.
Truffaut, p. 34 r.
The Man Wha Lated \Yontn was remade in 1983 bl Blake Edwards, with
Burt Reynolds as the irresistible" hero.
''Les jambes de femmes sont des compas qui arpentent le globe terrestre en
tout seos, lui donoant son €quilibte et son harmonie" (translation taken from
the American release).
'Je crois qu oo peut difficilement vous re6rser quelque chose. Vous avez une
faqon sp€ciale de demander; c esr comme si votre vie en d6pendait. Mais au
lond c est peut-€tre rout simplement une ruse de gueffe: le dragueur qui n'en
a pas I air, le dragueur inquiet" (rranslation rakeo from the Anerican release).
"Certaines sont si belles vu de dos, que je retarde le moment d'arrivei i leur
haureur pour ne pas €tre d6gu. A vrai dire je ne suis jamais diEu parce que
celles qui sonc belles de dos et moches de face me donnent une sensatioo de
soulagement. . . puisqu il ['est pas question de les avoir toutes" (translarion
taken from the American release).
Aonette lnsdorf, Frangah Traffatt (Boston: Twayne, r978), pp. 14: r43.
Diana Holmes and Rol:ett ltgram, Frangofu Truffaat (Manchester: Manchester
Universitv Press, r998), F. r32.
For more on The Man \Vho Loul llamex, see Gordon Gow, "The Mao rJt/ho

Loved Women,' in Fihu and Filming, 24(8) (May 1978), p.4r, and Marsha
Kjnder, The N{an Vho Loved Women," Filn Quarterly tr(3) (Spring r978),
pp .48 -52 .
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49. See Anroine de Baecque, Truffaat (New York: Knopf, 1999) p. ll5.
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For a thorough study on Eric Rohmer, see Colin Crisp's Eric Rahmet Realit

anl Moralist (Bloomington: Indiana Uoiversity Press, I988).

Vinceodeau, p. f6.
Le Cafd de la G:re launched innumerable youtrg comedians, such as Michel

Colucci (Coluche), Sylvecte Hetrv (Miou-Miou), patrick Maurin (Dewaere),

Rufus, Jacques Higelin, Renaud S€chan, Martin Lamotte, Thieffy Lhermitte,

and Michel Blanc. All went on co achieve success in the movies.

See Jacques Siclier, Le iintna franldi (P^ ,s: Ramsay, ()gor, pp- 21f-2.11.

A rather surprising preseoce of Michel Galabru in such an intense drama for

ao actor usually involved with comic roles, i.e., the Adjudant Gerbet in Jeao
Girod's Tle Gendarne af St. Trrgez (Le gmdante dz St. Tropn, ry61\, I'a cage

aax folles (La cage at:c folles, :'978), and Papi fait de Ia r^^tance (,198t

Pieire Bost was no longer collaborating. He died shortly before the shooting

of the 6lm in 1975.

CHAPTER 7: THE CTNEMA or rHE 1980s

In Fraflce, satellire dish systems were still reachin{i a very small minoriry by

rhe end ofthe r98os.
Eutopean Economic Community (EEC) was the former narne of the present

European Union.
In 1965, Mittetrand ran unsuccessfully for the presidency against Charles de

Gaulle and against Val€ry Giscard d'Estaing in 1974, losing by a twtow

margln.
Meanwhile, the r98os were a aurbulent period. Irom ex-Beatle Johr lennon s

murder in New York City in December r98o to Egyptian president and

peace advocate, Anwar Sadat's assassination in ESypr in r98r, to the Iraq-

Iran war and the Falkland war between Argentina and Gtear Britain in r98:,

to the massive starvatiofl disaster in Erhiopia in 1986, the decade witnessed

many misfortrrnes around the globe. $(ith the state of emergency declared in

Poland wlile General Jaruzelski took power jn December 1983, the commu-

nist regimes of Eastem Europe sas. their last demonstration of force before

what became knowo as Mikhail Gotbachev's g/araorr era after rg8T Perhaps

the major eveflt was the dismantlement of the Eastern bloc. In parallel with

the worsr en\.ironmental catnstrophe of the decade occurring at Chetnobvl in

tbe Ukraine (April 1986), the communist bloc slorvly dissolved ln June
1989, in Beijing, the Chinese regime ordered the terminatiofl of student

protests ac Tien-an-mefl Square, one of the most tragic (and delinitely most

forgotten) dramas ofthe century, as the United States became the lirst coufltry

to resune ecooomic trade with China a few months later.

Today, the harsh competition between the fi,1i0! ie nes ̂nd newcomers, such

as Europe :: and RTL :, is the result ofthe nearly idefitical nature of the

rargered audience and rhe . imilar music proSrnmminS.

Hayward, pp. 2f2-23J.
Excepr rare lilms like Romain Go[pil's Ma&rif A oente anr (t982)

t
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7 .
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Hayward, p. z3:.
Interestingly, popular actor Lino Veotura, who died itr Octobet r98r., beca$e
a movie legend based on his roles in mobster movies (e.8., Grisb;. The Siiliar
C/an). \,lentura s charisma and sificerity cortributed to the fascination the
French public had for the actor and illusrrated the transformation of the
French star s]'stem.
The General Agreement on Tatiffs and Ttade (GATT), which took effect on

January r, 1948, was primarily designed to eradicate quotas and tadffduties
among countries particiPating in the agreement. Hower-er, despite a strong
commitment against discrimination, the GATT merely contained protecrion-
isr measures. Following a failure to reach a de.isive agreement in 1993, the
'World Trade Organization replaced GATT in 1995- Curreotly r25 nations
are particjpants, representating more than 90 perceot of world crade.

Jean-Michel Frodoq L')ge nodern dt ciny'na ftangait: De la nowelle uag*e i nas
jour'  (Pari l ' :  Fl.mmanon. togr' i .  p.61-.

Jean Becker's )ne Deall Sunner (L'it{ nawlrier, 1983) was characteristic of
the decade. By reilectiog the spirit of the times, the 6lm s ambirion was not
only to join two of France's mosr celebraaed artisrs (Isabelle Adjafli and Alain
Souchon) but also co reinstate the thriller/crime story. Especially colorful, the
film was a success in large para because ofAdjani, who played her lirsr sexually
prominent part ifl a French flm, more chan aor the disposition olrhe sceflario
and suspeose elemenr. At frst reluctant to play che role, Isabelle Adjani
postponed on several occasions Becker's offer for the parc in the ptoject
written by Sibastien Japrisot. Finally, after four years of regotiations, Adjani
accepced. The stofy line: Ir a small village in Provence, PinPon (Alain

Souchon), a mecbanic, falls in love with the promiscuous Eliane (Isabelle

Adjani), a newcomer to the village. Although pretending to be interested in
the romaoce, she is actually seeking revenlie ofl men, sioce her mother was
raped by chree men years before and one of them might well have been
Pinpon's lare father. The two soon rnarry. Temporarily peaceftil in her new
matriage, lsabelle relapses to the furies of vengeaoce and slowlv convinces
Pinpon to murder the two remainiflg suspected rapists. They turn out co be
innocent but it is too late, and ulrimarely she rvill end up in a mental
hospital. Ar the 1984 C€sars cerernotry, One Deai$ Sttttner earned awatds for
Besi Actress (Isabelle Adjani), Best Supporting Acrress (Suzanne Flon), Best
Adapted Srteenplay (S€bastien Japrisot), and Best Montage l)acques 

!tr( itra).
For more on television iocome and advertisement, see Pr6dal, pp.,lt8-64.
\firh VCRs came "zapping." Boted, or even frustrated, viewers could oow
switch channels easily usiflg remoae controls. A decade later, the effect ofthis
pheoomenon was seen in spectatofs' reduced ataefitioo spans which necessi-
tated a oew type of visual language.
Script by Suzanne Schiffmao and Jean Autel.r t .

16. See chapter 4.
1 7 . David Sfalsh, TAe Filu of Frangois Truffa*r article published in October 1999

In the r97os, Truffaut politically moved leftward, eventually supporting the
ideas of the Socialist Party and the CIDT tnde union (Crnfy'cllraria Franpte
Ddnacrat ique &t Tratai f .

1t ' .
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'lnffa*, 
Hitcbcoch/TruJfazl, New York: Simon aod Schuster, 1967.

Hancock was accompanied by musicians Billy Higgins, \irayne Shorter, Roo
Cafter, Johfl Mclaughlin, and Bobby Hutcherson, amoog others.
Beftmnd Tavernier, J o ans de cindua aniricain, Paris: Nathan, r99j.
Pr€dal, p. 6o5.
Chad6lie Courure wrote the music for the 61m.
See chapter :-
Claude Berri, Le,4larin, Dec. 19, rggj.
Deeply touched by a spectator's comment on the situatioris of homeless people

during a TV show appearance, Coluche took the project to heart and began
to establish regular contact with Jacques Atali, Frangois Mitterrand's adviser
at the time. On December 1985, a television fundraiser show, unptecedented
ar the time in France, gathered actors like Yves Montand and Jean-Paul
Belmondo and singers Michel Sardou, Eorico Macias, and Pattick S6bastien
ro generate more than 2c) million francs in one [ight. Consequently, every
s.i[rer, more than 6oo testaurants are able to distribute roo,ooo meals for
rhe homeless all or-er France (ro this dare 36,ooo volunteets of the Restos du
Coeur senr up to 6oo,ooo meals per day and 6o millioo meals per year).
The association Restaurants du Coeur has of6cially been recognized by the
Comit6 de la Charir€ de D€ontologie des organisations sociales et humanitai-
res. The "Coluche" law allows companies to benedt from a ta-\ cut (up to 60
percent) for donations up ro 2,ojo francs, with a limit of 6 percent of total
revenue.
In front of the TV cameras, Yves Montand, who had lost his wife, Simone
Signoret, a year before, profiounced these memorable lines: Je suis Ii au-
jourd'hui parce que ton ami kderman m'a dit que tu partais en voyage et
que ru alrrais souhait6 que je sois pris de toi. Alors, voili, je suis pras de toi.
Et comme on dit dans le Midi, ea me fait bien plaisir! Mais jaurais pr6f6r€ te
rencontrer et te retrouver dans d'autres citconstances. ceux qui t'aiment sont
une minorit€ qui fait uoe dr6le de majorit6. Je ne sais pas qui de Simone ou
de toi est le plus enfoir6, mais ce que je sais, c'est que vous ne perdez riefl
pouf attendre."
Anthony Burgess, who wrote A Clockunrh Orttltge, concei\tecl an incomprehen-
sible pseudo-language especially for Jean-Jacques Annaud's project.
The dialogue gruots were authored by Anthony Burgess and rhe precious
''body language provided by Desmond Morris.
Umberto Eco, a renowned semiology professor at the University of Bologna,
ended his enigmatic novel with a Latifl phmse, which gave the citle to the

book. The rose could be associated with the young girl saved by the mob.
Gtrard Brach's filmography as scteenwriter includes such 6lms as Claude
Belri s Jean dz Flalette ani Annaud's Tie Qust for Fire. The Nane af tbe Rote,
rnd Tbe Lour.
'Je crois qu'on a tort d'idenri6er le cin6ma i la langue, comme si le cindma
€tait de Ia litr6rature. L art du cio€ma est l'art de I'image et la laogue y est
tres secofldaire. Quand un livre franqais est un succEs international, il l'est
parce qu'il v6bicule la peos6e de l'auteur fmngais et norr pas sa langue. Pour
le cin6ma, c'est pareil." Interview conducted by Laurent Dani6lou, cultural
atrach€ in I-os Angeles.

31.
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34. "C'est ufle bonne occasiofl de changer les mentalit€s et d'expliquer aux fran5ais
que les Americaios ne cherchent pa.s i tuer le cin€ma frangais- Ce sont tout
simplement des hommes d'affaires qui oflr envie de faire de bons lilms. .. .
Nous pensons, nous professionnels qui travaillons depuis longtemps avec la
commuflautd am€ricaine, que les lrancais se lont une fausse id6e de se qui se
passe i I-os Angeles. C esc un milieu beaucoup plus amical er ouveft aux
influeoces Etrangires quon ne le peose. Nous sommes liL pour aider nos
colligues frangais i comprendre l'dvolution du cin6ma hollywoodien et pour
permetrre aux Am6ricaini de faire connaissance avec les techniciens er les gllrs
de talent franqais. L'objectif est de lavoriser les rencontres et de rdinstaller un
climaa amical entre ies deux communautis." Interview conducted by Laureflr
Dani€lou, cultural atcach€ in Los Angeles.

35. Pr€dal, p. t48.
36. Vith cinematographers Raoul Courard and Henri Deca€, Philippe Rousselot

(b. r94;) is one of lrance s leading lilm artists. He was assistanr cameramarl
for Eric Rohmer's M! Ni!:bt at Matd't (Ma n it rhez Ma tt, ry69), Clatn.r
Knee (lt genot dz Claire, r97o), ar'd Chl0y' in the Aftnnoat (L'artour I'aprd-midi,
r97:) and photographer for Diane Knrys's Pe?pentullt Sada (Diabola nmthe,
r97l), Jacques Doillon s Tle Hustl Q,a dri;hste. r9jr, Beir,eix's Di!4 ar.l
The llaon irx the Gatter (l,a lune dans le caniteaa. r98l), J€-?n-Jacques Annaud's
The Bear (L'oar, 1988), Bertrafld Bliet's T0o Beautifil for Ya* (Tnp belle poar
tai, 1989), and Patrice Ch€reau's Queen Margot (La *ine Marg(j, 1994). IJ.ous-
selot also collaborated rvith American filmmakers in features such as Stephen
Ercars's Dangetous Liaions Q988), Neil Jordan's Ve're No Angels (1989) ard
Inteniat: uith the Vanpitr (1994), Robert Redford's ,,1 Riur Ruu through It
(1992), Jon Amiel's Somrnersby (1993), Ivlilos Forman's 7/e People u. 1,at4
Flynt Q996), Sydney Pollack's Random Hearr (1999), Boaz Yakin's Rmenber
the Tita$ (2aoar, and Tim Burton's P/anet af the Al)es (2aar').

1j. As ZorE, Jean-Hugues Anglade revealed himself as a new type of romanric
urban hero, highly representative of the spirit of rhe r98os. He appeared
again in Luc Besson's La Femne Nikita (NrAna, t99o) and in S*bwa1(Sabua1,
r984).

38. The anflual world free-diviog compericion persisted well into tbe r98os
before it was fioally called to a halt when league offrcials concluded that
competitors were diving too deep, making it practically impossible for aoyone
ro make it safely to the suface.

39. Jean-Matc Bar's characcer is based on an actual free diving champion,Jacques
Mayol, who agreed to participare in the project.

40. Matol s preference for the sea was evoked in Jean-lIarc Barr's petformance
and the way rhe actor mainrained an evocarive look, much like the dolphins
that were his"famil1,"'in the 6lm.

4r. Bruno Nuytten (b. 1945) re-created the tragic destiny of arrist Camille
Claudel (186.1 1943), ioterpreted by Isabelle Adjani, who, as an adolescenr,
dreamed of becoming the student ofAuguste Rodin (G€rard Depardieu). Her
dreams become realitv when Rodin accepts her as his apprentice. Suon
enough, she becomes his mistress and discovers that his passion for tbe female
body is his only source of inspiration. Losing her stamina, she devotes all of
her strength to hef love until Rodin abandons her following a srormy rela-



Notes 4 6 J

I ,

4 .

t .

6.
1 .

tioflship. Hopeless ard distressed, Camille begins a life of drioLing, debauch-
ery, and solitude. In r9r3, her brother Paul sends her to a mental institution,
where she stays untjl her dearh in 1943. The flm was Bruno Nuytten s 6rst
full-length leature and won rhe C6sar for Best Film in 1989. Nuytten had
already experienced oational recognition as a cinematographer, winning the
C€sar for Besr Cinematography, frrst h 1976 for Aodtd Techini's Ban:cz
rheo in 1984 for Claude Berri's 'frhao Pantix!

CHAPTER 8: THE LAST DECADE AND BEYOND

First discovered in Jean-Luc Godard's Hail Mary Ue la$ r'.l e Mai., 1984),
Parisian actress Julierte Binoche (b. 1964) wofl acclaim a year later in Andr6
-l6chrn6's 

Rendez-urs (Rmdez-uous, 1985), then in Philip Kaufman's Tle Ua
bearable Lightxesr of Being (L'insou*nable llgircll .le fAtre, I987), starring Dariel
Day-l,ewis, adapted fiom a novel by Milan Kundera. She was also cast in kos
Carax's Bad Bla'td (Ma t'ais Mng, 1987) and the memorable LoL,ers an t\e Bridge
(Let attdflts da Pant necf, rggr), Lonis Malle's Da*tge (,Fata/e, ry92), Jean-
Paul Rappeneau's Tbe Horseman an the Roaf (Le Autsard &r le toit, rg95), ^na
Parrice I-econte's Tbe Vidau af Saint-Pietre (1,a teuue de Saint-Piete, 2oaa>.
One of her most dmmaric roles, which evidently confirrned the shift of
Binoche's actiflg career towarcl more mature roles was in Krzysztof Kies
lowski's Bler (.Bleu, 1993), for wbich Binoche won the awatd for Best Accress
at the lrench Academy Awards in 1993. ria/ith her radiant smile and energy,

Juliette Binoche has oot only become France's top actress but has started a
seco[d careet with international Froductions such as Anthony Minghella's
Ty'te Engli.rh Patient Q996), for which she received an Oscar for Best Support
ing Actress in 1996, aod more recently Lasse Hallstrl'm's Cboco/at, nominated
for 6ve Oscars in zoor.
Mosc Amerrcao studios tonttol an )mporaot parr of Brit-isb Jilm disttibution
oetworks, by making favorable agreements and eventually screeniDg exclu-
sively American Elms. Havin{i this virtual monopoly, they can undermine
small theaters that may be more inclined to screen European art house
productrons-
In 1997,40 percent of French full-length features produced or coproduced
by Le Srudro Canal wcre 6rsr f i lms.
Mathieu Kassovitz's L't haine ,rg95), Philippe Harel s The Hiker (Let randon-
te rs, r99j), Christian Vincent's La discriu (r99o), and Eric Rochant's Lrrle
uirhoqt Pitj (Un nondt Mt ! p;tii. t989).
Headquartered in Paris, Vivendi, which holds a 49 percent stake ifl Canal+'s
capital, operates in over one hufldred countties with 260,c,00 employees.
Universal s Music Group is presently the wo d's largest music company-
Extract from the interview with cultural attach€ I-aurent Dani6lou in Los
Angeles. Jean-Jacques Annaud (b. r94l) came to 6lmmakjng rbrough army
training documeflcaries afld T1/ commercial ads. His film career started with
an Oscar-winniDg feature, for Best loreign Picture, Black and lYhite in Calor
(La uictdre en cAantant- 1976) but only gave Annaud Ioternational statute
wrth Qaett for Fire (Ld gue|e &t fez, r98r) af,d Tbe Nane af the Rote (Le nam de
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la rav, t986) with big-name sta$ including Sean Connery. Since then, An-
naud made ioternational productioni involving an aray of different national-
ities for his actors such as Tl:e Bear (L'ours, 1989), The Laret (L'anzzxt, r99t)
an adaptation ofMarguerire Duras' best-selling novel, and more recently.terry
Year: in Tiba Q991) with Brad Pitt (which resulted in a permanent ban on
the filmmaker from entering China) and Enetry at th Gatet (Stalingrad, zoor)
starring Jude Law and Joseph Fiennes.

8. Newcomers on Ftench 6lm sets were not always citizens of rhe Eastern block,
searching for artistic freedom for example, American directorJohn Berry fled
the United States in r95 r to avoid the merciless witch hunt of the McCarthy

9. Hayward, p.214.
ro. Daniel Emilfork has an extensive flm career and is mostly associated wirh

Eurcpean cinema (e.g., Federico Fellini s Ca!.tnal/.l, r9'76).
rr. Ron Perlman is not unknown to Freflch direcrors, as he appeared in Jean-

Jacques Annaud's Qzest for Fie (r98o\, The Natu of tbe Rou (1986), atd Eneml
at the Gatet (2oa \\, and the last version of,4lien: Resurectian (t997 ) with J ean-
Pierre Jeuner.

r:. The Studios de lmnce set was unusually large, totaling 4,coo square meters,

4o meters long and 16 meters high.
13. Maoy sceoes included a number of digital effects (supervised by the Duboi

Company): for example a surprisingly reliant technical inventiveoess, when
allowiflg accor Dominique Pinon played six different parts on screen ar the
same iime the clones appearances and syochronized movemeflts aod fioal
explosion of the platform.

14. The French hIm Any'lie enteted the UK box of6ce charts in the top
6ve, making it the biggest French-language opening in Btitish cinema his-
tory.

r5. French production reached 1o percent of national market during the first part
of zoor (US films accounted for 4r percent). A good indicator in parallel to
the flational success of several French productions: Thomas Gilou s Wrozl/ I
Lie To Yari z (La rtuity' si je nens z, zoor), Christophe G^rts's Tbe Brathelhoad
af the Valf (Le idcte !te: /ozpr, zoor), and so forth.

16. The frlm was shown ac a private screening for Jacques Chirac at tbe Palais de
l 'Elys€e.

r7. Rufus also appearcd, in Delicate$m and, The City of Lot Cbillren.
r8. Audrey Tautou appeared in Tonie MN:xh I's Ve rlt Bea tt Inftitut (t999).
19. Jean-Pierre Jeunet's original choice for the character of Am€lie was British

acttess Emily !tratson. But it was only with Audrey Tautou that the director
found the continuation ol the heroine of The Citt of Lost Chilfum, a s<:rt of
grown up Miette.

zo. Urbain Canceliet appeared in Patrice leconte's Ridiofu (1996) as Louis XVI.
zr. Serge Merlin appeared in Tbe Citl of Latt Children.
22. Isabelle Naoty appeared in Etienfle Chatiliez's Tatie Danielle (r99o) andJean-

Marie Poir€'s Tbe V*itars (,Les ,isite rs, rg93).
2i. Dominique Pinon appeared in Tbe Cit! af Los Cbildnn and Jeao Jacques

Beineix s Dha.
24. Mathieu Kassovitz was the director of Hdte (ld hdine, r99J)-
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Bur among the national fervor, the ulenthusiastrc critics conerged arouod
three main elements. First, thaa Jeunet's vision of an ideal cinematographic
happiness was far from success6rl since intangible atd even impossible by

nacure; second char the device wbich was to convey a rather simplistic rrarra-
tion rhrough a giant clip using a technique reminiscent of commercials, in

order to easily capture viewers' miod, was underhanded in a context of a so
called artistic cinema; and finally chat the reFresentation of the traditional
values of Paris were distotted, erroneous and fake.
Libirdtia , ApttI 25, 2aar.
Io 1984, Marguerite Duras woo the Goncourt Prize for her autobiographical
novel 

'fhe Lauer (,L'av/ant)- D:ufis suggested the adaptatiofl to Jean-Jacques
Annaud. The 6lm, 6rst screened in January 1992, had a budget of $:o
million.
Relenrlessly intror.erted, the chatacter of Eliane seems to enjoy a tather easy
life, while exploiting the local people for her own prosperity. However, it is

wonhwhile to nore that \(argnier gave the character an extra dimension,

absent among her French colleagues, as she attempts to seek undersaanding
and even intimacy with the local Vietoamese population.
Powtie, Frex& Cinetu in tbe t99as, p.4t.
Germinal }.as been one of the most challeoging adaptations ifl French cinema
history. Because of the length of Zola's novel and the counrless details in the
presentation of the working cooditions of minels, the frlm has remaioed a
challenge for hlmmakers: ViccorioJasse. (r9 r:), Albert Capellani (r9r 3), and
Yves All6gret (r963) also directed versions of Germinal.
Powrie, p. r9.

Jean-Hugues Anglade (b. 1955) has ofren been described $ the birzs rt+Mn-
tique of Frcn h cinema for his roles in Jean-Jacqres Beineix's Bettl Blu (37"2

le natin, 1986) and Luc Besson's Sabual and Nil"ita. He is ooe of the few
French acrors to work with American film ditectors, such as Roger Avary in

Killing Zoe (1994). His ilmography also includes Patrice Ch6reau's Tlp

Vounded Man |,L'bonnne bless6, r<281\ and Qtem Magat (Ld reine Margat, 1994),
Alain Corneau's Nr.zrze indien (r989t, Clarde Sautet's Nell and Mr Arnaud
(Nelly and M. Arnatd, t995), and Beineix s Mutal Transfer (Martel tvnsfei,
200c))-

Henri de Navarre, one of the most popular kings in French history, beca.me
the Colut's captive until 1576, when he escaped. He latei renounced Caahol
icism and took charge again of Protestant forces.
For the film's detractors, eal;er to maintain historical accuracy, flooe of the
historical events and their possible impact on Matgot s psyche were full,v

explored.

Jansenists disapproved of the Jesuits' worldliness and jocLioatiofl for ostenta-

t ioo.
Composer-performer Monsieur de Sainte-Colombe revolutionized the usage

of the vioi (the viola de gamba, which ultimately became the cello), addirg a
seventh string to ic, finding ne\r- fogeriflgs, and desiSnating Marin Marais as
his direct disciple.
Unlike many other film versions that emphasized the absurdly defotmed, even
idiotic nose of the main character, tn tbis Cyara de Ba'geldt DePardieu s nose

28 .

26.
21 .

3 1 .
) 2 .

33.

31
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29.
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t 7 .
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looked stanlingly real, as a result of the precious expertise of make-up anist
Michdle Burke, who received on-screen credrt.
Historians have asserted that the real Cyrano de Betgemc, an accomplished
soldier, expert swordsmanr poet, playwright, philosopher, and even science
fiction writer (for A Valage to the Maon, 1656), had in fact little ifl common
with the Cyrano of Rostaod's play.
Charles Beding (b. 1958) began his actiflg careei on stage in 1982. Pascale
Ferra.n's Petitr aftangemeftt! atec les mofis (1994) and his leading iole in Patrice
I*coote's Ridiale gained him iflternatioflal recognirion. His roles in Claude
Sautet's Ne//1 et ^Ia iexr Arnaud (1995), in which he played Emmanuelle
B6art's monotonous husband, and C€dric Kahn's L'ennai (t9981,l>ased on rhe
novel by Moravia, as well as Patrice Chtrea.u's Ceux qui n'aiment pre dn ,Ie
train (r<;98), confrrrned him as one oF France's leadiflg male acto$ ar the rurn
of rhe century. Berling reteamed wirh Emmafluelle B6art to star in a period
dtama, Ia destinies rntinmtalu. by Ollier Assayas, as well as Bernard Rapp s
A Quertiott of Tatte (Une affaire tle gait, 2ooo) and Olivier Dotyere's Crime
Sceus (Scinu de crimet, zooo).
R6mi \Taterhouse was assisted by screenwriters Michel Fessler and Eric Vi-

38.

39

.4 r.  Powrie, p.86.

4:. As paradoxical as it may seem, many pre-Revolutionary noblemen venetated
rhe personage of Voltaire as the epitome of courage and wit, but their axroms
outperforrned his in vindictiveness while avoidiflg his genuine seflse For social
insurgence. This illustrates the well knowfl ptciositl oi eighree[th-century
French aristocrats r.ho engal;ed in spiritual Jousting as a mean-spirited fo(n
of disho[or and repression, and ultimately ro mainrain class distincrions.

.+3. Powrie, p. 89.
aa. Ibid.

4j. Other leading comedies iflclude Francis Veber\ Tbe Dinxer Gane (Le diter dz
coltr, 1998),9.u million; Henri Verneuil's La l,arhe et le Ptilar| iet (1959), 8.8
mitlion; Jean-Marie Poir6's The uiitan Il (Ia ca air dr temp: Ilt tisiteh's ll,
1998), 8 million; Herv6 Palud's tin in.Jien lalt la d//e (:'994),7.8 millioo;

Jean Girault's Le gendanne de Sain, Ttopez Q961,1.1] million; Claude Zidi's
I*s bidas:es n folie {,r91r),7.4 million; G€rard Oury's Is atennru de Rabbi

Jacob (r97a), r.3 million; Francis Veber's La cbive (t98r),7 million; Gilles
Grangiet's ln cuitine aa &eunr (rg61\,6.+ million; Michel Blanc's Marcbe A
I'onbe Q9a4),6.r million; Edouard Molinaro's Oscar (Orar, 461), 6t mil-
lion; Claude Zrdr's It'14 Netu Partna (Les ripatrx, ry84),5.8 million; Claude
Zidi's L'aile 0u la &i$e (1976), 5.8 million; Jean-Marie Poit|'s Ia! anges
gardiens (,r9t15),5.7 million; G6rard Oury's La folie da grandeurs (t91r), 5.5
million; Edouard Molinaro's I-a cage aux follu (La age aux fallet, ry78| 1.4
million; Thomas Gilou's La writy' ti je nens, (1991),4.8 million; and lrancis
Yebet's Ia campiws (r 983), 4.8 million.

46. Born Juao Moreno in Casablanca, Morocco, Jean R6no (b. 1948) has regularly
performed ifl American productions while maintaifling a solid career in
France. His career started in the early r98os with small pafts in Costa-
Gavras's Vamaxlight (.C lair de fenne, r 979) and Jacques Roufio s TAe Parserbl
(Ld ?a$d te.lk sa sot/ci, 1982). Ocher roles included Luc Besson s szlaa1(Szl-
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1t)4, r98), The Big Blue (b yanA bhu, rg88) ^ld I'a Femne Nikita (Nikita,

r99o), and The Profeuianal (Lkx, t994). Reno also collabotated on several

occasions with American filrnmakers, such as Lawreflce Kasdan (French Kis.

1995), Brian De Palma (Mitsian: Imlosibh, ry96), Roland Emmerich (Gol-

zilla, ry98\, and John Ftankenheimer (Ronin, 1998), with Robert De Niro
He was also in Mathieu Kassovirz's Tln Cinson Riwr (lct ri ires poupra.

2ooo),

Jacques Villeret, one of Fmnce most popular comedians, has starled in such
6lms as Jean Becket's Les enfants d* lvlarais (rg99) aod Thomas Gilou's B/ar&

Mic Mat GsaO.
Powrie, p. r6.
Actor Vincent Cassel (b. 1966), originally from Paris and son of actor Jean-
Pierre Cassel, has exteaded his acting taleot ove.rsees as ttell ,s io France. His

intemational 6lm career includes James ltory's Jeffetson in Parit (1991\, ^s

Camille Desmoulins, Shekhar Kapur's Elizabah (Elizabah, r998), as the Duc

d'Anjou, Luc Besson's ?/e Mesuger: TAe Story af Joan of Arc Qeaone d'Arc,

1999), Mathieu Kassovitz's The Crimson Rit'ers, and Christophe Gans's BrarD-

erAord af the \Yolf (Le pacte des lzupr , 2oa r>.
Elodie Bouchez has been acting in lrench films since the early r99os, in

pattla)Iat in Aadri T6chinF's Vild Reedt (Les roseaux saauaget). Tbe Dranl{e

a/Azgalr, however, undeniably was het frrst major movie.
Eric Zorca, Datsier de prere da f.ln, Cannes Film Festival, 1998.
Class barriers also are very much suggested, as both characters do not socially
progress within the narratiofl. Like vagabonds, both young women, although

estranged from mainstrearn society, never enter the world of homelessness.
The release of the 61m (with a budget estimared arouod 16o million francs),

tore5een for rhe 2ool Cannes Frlm Fesrival in May. was poslponed in post

production uotil September of the same year.
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