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Letter to my Friends . .

REALCTION « REVISION

" POLICE « YANKELS

La Chinoise

That it is a child's game
What does it consist of
Ther ar many defnitions
Here are two or three
Looking at oneself

In the mirror of other people
Forgetting and learning
Quickly and slowly

The world

And oneself

Thinking and speaking
Odd game

That's life

116: Manifesto

Fifty years afer the October Revolution, the American industry rules cinema
the world over. There is nothing much to add to this statement of fact.
Except that on ou own modest level we too should provoke two or three
Vietnams in the bosom ofthe vast Hollywood-Cinecitta-MosfIm-Pinewood-
etc. empire, and, both economically and aesthetically, struggling on two
frontas it were, create cinemas which are national, free, brotherly, comradely
and bonded in friendship.
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Commentary

by Tom Milne

1: Joseph Mankiewicz
Gazette du Cinéma 2, June 1950.

Dragonwyck (1946) was Joseph L. Mankiewicz’s first film as a director after more than fifteen
years as a Hollywood scriptwriter. When this article was written in 1950, his reputation,
already riding high as a writer-director of great urbanity and intelligence, was about to reach
a peak with the brilliant, razor-edged wit of All About Eve (1950). Subsequently, films like
Five Fingers and The Barefoot Contessa proved that his camera was not the equal of his pen;
he seemed increasingly unhappy in the higher artistic reaches of Shakespeare (Julius Caesar,
1953), Graham Greene (The Quiet American, 1958) and Tennessee Williams (Suddenly Last
Summer, 1959); and in his more recent films, Cleopatra (1963) and The Honey Pot (1967), the
intelligence and wit make only sporadic appearances. Godard’s admiration lasted longer than
most (witness his somewhat defensive defence of The Quiet American, p. 81), and several
French critics have professed to see Mankiewicz’s influence on Godard as a film-maker. Luc
Moullet, for instance, suggests in an article in Cahiers du Cinéma, April 1960, that Mankiewicz
‘partly inspired Godard’s renewal of cinema through dialogue and a taste for rapidly shifting
construction to a final resolution’.

Conjugal Love and Ambitions Deceived, referred to in the text, are the titles of novels by the
Italian writer Alberto Moravia (Amore Conjugale, Le Ambizioni Sbagliate). Godard later
adapted one of his novels, /! Disprezzo, as Le Mépris. In view of the high praise of Mankiewicz
implied here by the comparison with Moravia, it is perhaps worth remembering that Godard
was to describe Il Disprezzo as ‘a nice vulgar [novel] for a train journey’.

1. ‘dangerous liaisons’: A reference to Choderlos de Laclos’s famous licentious novel Les
Liaisons dangereuses, first published in 1782 and still considered scandalous enough in 1960
for Roger Vadim’s updated film version to be banned in certain parts of France.
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2. ‘epistolary form . . . receive news of characters’. Godard’s original text reads ‘Mankiewicz
retrouve alors le sens profond de la nouvelle, qui consiste pour I’auteur a recevoir des nouvelles
de personnages qui lui sont chers’: an untranslatable pun on nouvelle (short story or novella)
and nouvelles (news).

3. ‘Colette Audry’: French novelist and playwright who has written a number of film scripts,
usually for films directed by her sister Jacqueline.

4. ‘André Breton’: French writer, founder and chiet torch-bearer of the Surrealist movement.

2: Towards a Political Cinema
Gazette du Cinéma 3, September 1950.

While most of Godard’s early articles are fairly cryptic, this one is almost impenetrably so,
apart from the clarion call of the last sentence. Yet one can see in it, as through a glass darkly,
elements of Godard’s cinema: the girl trying to suppress her tears in The Young Guard, for
instance, evokes Nana in the police-station in Vivre sa Vie; the camera movement repeated
five times in the same film suggests the execution of the partisan girl in Les Carabiniers. Above
all, the whole impulse of the article, as exemplified by the quotation from Georges Sorel,
brings one face to face with the perversely political, and later revolutionary, film-maker of Le
Petit Soldat and Week-end.

Most of the films referred to in this article are Russian: The Rainbow (Mark Donskoi, 1944),
Zoya (Leo Arnstam, 1944), Ivan the Terrible (Sergei Eisenstein, 1944-—46), Michurin (Alexander
Dovzhenko, 1947), The Young Guard (Sergei Gerasimov, 1947), The Fall of Berlin (Mikhail
Chiaureli, 1949), and Battle of Stalingrad (Vladimir Petrov, 1950). Hitlerjunge Quex (Hans
Steinhoff, 1933) and Der Ewige Jude (Fritz Hippler, 1940), both German, are two of the most
notorious Nazi propaganda films, the former anti-<communist, the latter anti-Semitic; while
Leni Riefenstahl directed the equally notorious Triumph of the Will and the Berlin Olympics
film of 1936. Kuhle Wampe, on the other hand, was notorious as the only German film of that
time (1932) to be communist in inspiration. Written by Bertolt Brecht and Emst Ottwalt,
directed by Slatan Dudow, Kuhle Wampe (shown in the West as Whither Germany?) was an
independent German production partly financed by the Russian company Mezhrabpom.
Promptly banned on political grounds, it was subsequently passed subject to cuts. The odd
film out in this political catalogue is Rio Escondido: a Mexican film directed by Emilio Fernandez
in 1947, it is a heavy-breathing melodrama with Maria Felix piling on the histrionics as a school-
teacher who devotes her life to conquering illiteracy among the Indians.

1. ‘Siegfried ... Limoges’: A reference to Jean Giraudoux’s novel Siegfried et le Limousin (which
he later turned into a play, Siegfried). It is about a French soldier (from Limoges) in the First
World War who, wounded and amnesiac, is assumed by the Germans to be German and
re-educated accordingly. Later, when his true identity is discovered, he is asked to choose
between his two countries, France and Germany.

2. ‘The beautiful bodies of twenty-year-olds . . .’: A line from Arthur Rimbaud’s poem, Les
Soeurs de Charité, which Godard has put into the plural (in Rimbaud’s original it reads: ‘Le
beau corps de vingt ans qui devrait aller nu’).

3. ‘Hermione’: in Racine’s Andromaque. Hermione, loved by Orestes, is hopelessly in love with
Pyrrhus, who loves Andromache, whose insistence on remaining faithful to the dead Hector
sparks off the holocaust of the play.

4. ‘Rastignac . . . Julien Sorel’: The first is a character in Balzac’s Le Pére Goriot, the second in
Stendhal’s Le Rouge et le Noir.

S. ‘Soviet economy plans’: A joke lost in translation, since the French for ‘shot’ is ‘plan’.

6. ‘Brice Parain’: A contemporary French philosopher, particularly concerned with problems
of language, once described by Sartre as a man who is ‘word-sick and wants to be cured’. He
later made a personal appearance in Vivre sa Vie as the philosopher who talks to Nana in the
café about truth, error and the problems of linguistic communication.

7. ‘Georges Sorel’: French social philosopher (1847-1922). Largely self-taught, he was a
follower of the Anarchist philosophy of Proudhon and Bakunin, denying the concept of pro-
gress and instead advocating a ‘heroic conception of life’. At first on the Left as a champion of
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the Syndicalist cause, he later veered to the extreme right-wing nationalism of /’Action frangaise.
The Fascist movements in Germany and Italy were inspired by his system of a Corporate
State, and by his idea of a heroic myth used to arouse public opinion.

8. ‘Germany Year Zero’: Roberto Rossellini’s 1948 film, Germania, Anno Zero, is set in the ruins
of Berlin after the Second World War. The protagonist is a twelve-year-old boy who is driven
by the chaos round him to delinquency, patricide, and finally suicide.

9. ‘Philippe Henriot’: Executed as a Nazi collaborator after the liberation of Paris in 1944.
In the 1930s, as Deputy for Bordeaux, Henriot had been onc of the leading anti-Semitic witch-
hunters in the Stavisky affair; in the 1920s, at a time when the conflict between the Catholic
militants (right wing) and anti-clericalists (left wing) had a distinct political bias, he was one
of the chief spokesmen for the National Catholic Federation.

10. ‘Danielle Casanova’: A heroine of the French Resistance during the Second World War.

3: Que Viva Mexico!
Gazette du Cinéma 4, October 1950.

Various shorts and features have been compiled out of the vast quantity of material shot by
Eisenstein in Mexico over a period of seventeen months in 1930-31 for his uncompleted Que
Viva Mexico! The best known are Thunder Over Mexico (supervised by Sol Lesser, 1933),
Time in the Sun (supervised by Marie Seton, 1940), and Study for a Mexican Film by Eisenstein
(compiled by Jay Leyda, 1957), this last being a four-hour assemblage of rushes which comes
closest to Godard’s ideal of putting ‘the pieces end to end’. I can trace no record of this Kenneth
Anger version.

4: Works of Calder and L’Histoire d’Agnes
Gazette du Cinéma 4, October 1950

The point Godard is making in comparing these two short films is that whereas Works of
Calder (produced by Burgess Meredith and directed by Herbert Matter) allows Calder’s
mobiles to speak for themselves, L Histoire d’Agnés uses the paintings of Goetz as a pretext
for a ‘clever’ literary exercise. The chief interest in this article, however, is the reference to
Francis Ponge, who was to become a central influence when Godard began to make his close
analysis of the consumer society in Une Femme Mariée (‘a film where subjects are seen as objects’)
and Deux ou trois choses que je sais d’elle. Ponge’s artistic purpose, set out in a volume of prose
poems published in 1942 under the title of Le Parti Pris des Choses (difficult to translate, but
roughly ‘The Things’ View of It’), was to get back to the basic task of the poet: the naming of
things, or to put it another way, the treatment of objects as subjects.

S: La Ronde
Gazette du Cinéma 4, October 1950.

Another slightly cryptic article in which Godard seems to be having trouble with the balance
between style and content. He was evidently, and quite justifiably, disappointed with La Ronde
on the grounds that Max Ophuls had sweetened and softened his Viennese original (Arthur
Schnitzler’s play Reigen, written in 1897), turning Schnitzler’s acid social satire into fluffy,
artificial Marivaudage without capturing the darker feeling that underlies the airy surface of
Marivaux’s plays. The fact remains that, on its own level, La Ronde is a film of dazzling tech-
nical virtuosity, doing little to damage Ophuls’s reputation as the master of cinematic elegance;
but Godard seems to have been too busy with oblique puns and jokes to do justice to a director
he admires and elsewhere celebrates. There are several approving references in this book to
Lola Montés, Caught and The Reckless Moment; Le Plaisir figures at the top of Godard’s
list of ‘The Six Best French Films Since the Liberation’; and there is even a small homage to
Le Plaisir in Godard’s short film, Charlotte et son Jules, when Jean-Paul Belmondo angrily
says he will pretend not to hear his girl’s excuses ‘like that actor when Simone Simon tells him
she is going to jump out of the window in some film or other’.

Sacha Gordine was the producer of La Ronde, the reference here evidently being to the fact
that Sacha Guitry was the supreme French exponent of brittle sexual comedy. Beyle, of course,
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is Stendhal, and the allusion is to the treatment of love in their writings by Stendhal and Mari-
vaux. Odette Joyeux, who played ‘The Grisette’ in La Ronde, had played the title-role in Claude
Autant-Lara’s Douce seven years earlier (‘douce’ meaning ‘sweet’ or ‘gentle’). The poet she
meets in the film is played by Jean-Louis Barrault, at that time established with his wife
Madeleine Renaud and their theatrical company at the Marigny Theatre in Paris. The ‘two . . .
worst actors in the French cinema’ encountered by Simone Signoret in her role as the prostitute
are Serge Reggiani and Gérard Philipe. The two lines quoted at the end are from a poem by
Louis Aragon:

Méfie-toi Jessica

Au biseau des baisers
Les ans passent trop vite
Evite, évite, évite

Les souvenirs brisés.

All five lines are quoted by an off-screen voice during the scene in 4 Bout de Souffle where
Jean Seberg and Belmondo are in a cinema watching a Western which we hear but never see.

6: Panic in the Streets
Gazette du Cinéma 4, October 1950.

Godard is not strictly accurate here. Boomerang (1947) was Elia Kazan’s third film in Holly-
wood. Previously he had made 4 Tree Grows in Brooklyn (1944) and Sea of Grass (1947).

7: No Sad Songs for Me
Cabhiers du Cinéma 10, March 1952.

8: Strangers on a Train
Cahiers du Cinéma 10, March 1952.

Although Godard is as devoted an admirer of Hitchcock as most of the New Wave directors
(in particular the Cahiers du Cinéma group), he cannot be said to be Hitchcock-influenced
in the way that Claude Chabrol or Frangois Truffaut clearly are. There is, however, one charm-
ing parody-homage in the scene in Une Femme Mariée where the married woman and her
lover meet in prearranged seats in the cinema at Orly Airport before proceeding severally, and
with extreme caution, to an hotel room. The poster outside the cinema announces Hitchcock’s
Spellbound; a portrait of Hitchcock looms in close-up on screen as she enters the cinema;
and the whole sequence, with its menacing close-ups of hovering hands and pausing feet as the
lovers slink about in dark glasses and resort to elaborate subterfuges to avoid detection, is
clearly an affectionate parody of Hitchcockian thriller techniques.

On the other hand, the Hitchcockian lesson — that any narrative must be taut, logical and
clear - seems to have worked admirably on Godard as a writer. His review of Strangers on a
Train (together with the interview-reportage on Eric Rohmer’s Les Petites Filles Modéles) is
by far the most cogent of Godard’s articles until he returned to critical writing in 1956, after
a four-year absence, with a new maturity and even more cogency in his reviews of The Man
Who Knew Too Much and The Wrong Man.

1. ‘Yvette Guilbert and Jannings’: One of Yvette Guilbert’s rare film appearances was in
Murnau’s Faust (1926) where, abandoning the long black gloves which became her trade-mark
as a diseuse, she played the sluttish Dame Martha. Her sequence, an amorous interlude with
Mephistopheles (Jannings), was handled by Murnau as broad comedy.

9: Defence and Illustration of Classical Construction
Cabhiers du Cinéma 15, September 1952.

The original title of this article (echoing the famous Défense et Illustration de la Langue
Frangaise, a treatise by the sixteenth-century poet, Joachim du Bellay) is ‘Défense et Illustration
du Découpage Classique’. Découpage is a difficult word to translate, usually rendered in multi-
lingual vocabularies as either ‘scenario’ or ‘shooting script’. ‘Scenario’ is misleading, since it
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usually implies no more than a story outline; ‘shooting script’ is better, but still not entirely
satisfactory. The key idea in découpage - literally ‘cutting-up’ — is the break-down into scenes or
shots, and their juxtaposition. Thus, one can talk about the découpage of a comic strip. I have
used ‘construction’ as a compromise, since English film vocabulary offers no word to serve
as a link between the script and editing stages.

Essentially, the article is an attack on — or rather, a corrective to — André Bazin’s anti-montage
theories. Bazin had divided film-makers into two groups: those who believed in reality, and those
who believed in the image (i.e. everything — décor, lighting, montage, etc. — which serves to
heighten reality). Directors like Eisenstein and Gance, he argued, create an image of an event,
impose their idea of it, through montage; while others, like Stroheim, Murnau, Dreyer and
Flaherty, show the event itself, using montage only to edit out unnecessary material. He cites
the example of the seal-hunt in Nanook of the North, where Flaherty, instead of alternating
shots of Nanook and the seal (as, say, Eisenstein would have done) films the whole sequence in
one continuous take. Renoir, for Bazin, was the successor to the Stroheim, Murnau, Dreyer,
Flaherty group; and in his use of such devices as deep focus and longer takes to minimize the
role of montage, he was followed by Wyler, Welles, Visconti, Rossellini, and of course the whole
Italian neo-realist movement.

Hence Godard’s attempt to define a quite different reason for Renoir’s use of deep focus;
his amalgamation of Bazin’s two distinct groups of film-makers as ‘Gance, Murnau, Dreyer
or Eisenstein’; his annexing of the ten-minute take to the montage team; his rejection of the
famous kitchen scene in The Magnificent Ambersons (singled out for praise by Bazin because
it was done in one shot), in favour of the mysterious aura Welles creates round, or draws
from, Anne Baxter’s face in the film. Definmg a totally different (and much less categoric) con-
ception of cinema and its historical continuity, Godard proposes his ‘découpage classique’ as an
alternative to either Eisenstein montage or Zavattini neo-realism.

1. ‘Sartre . . . Mauriac’: Originally published in magazine form in 1939, Sartre’s attack on
Mauriac - ‘M. Frangois Mauriac et la Liberté’ - is included in Situations I (1947).

2. ‘Madame Bovary’: Although Gregg Toland received most of the critical plaudits for intro
ducing and developing deep-focus effects in Citizen Kane and The Little Foxes (both 1941), Jean
Renoir had already pioneered a deep-focus style in the early thirties, most notably in Boudu
sauvé des eaux (1932) and Madame Bovary (1934).

3. ‘Otto Preminger’: Oddly enough, Godard never seems to have had occasion to write about
Preminger and Hawks (cited a little further on), two of his favourite American directors along
with Hitchcock. He went some way towards making amends in Made in US 4, which is remotely
inspired by Hawks’s The Big Sleep, with Anna Karina in the Humphrey Bogart role, and con-
tains various allusions to Preminger films. The sinister Dr Korvo, for instance, is named after
the José Ferrer character in Whirlpool (known in France as Le mystérieux Docteur Korvo);
a loudspeaker hopefully pages ‘Daisy Kenyon’; and the villainous M. Typhus is reported as
having been killed by a private detective called Mark Dixon (from Where the Sidewalk Ends,
known in France as Mark Dixon, Détective). In Alphaville, incidentally, Lemmy Caution is
reading The Big Sleep; in Pierrot le Fou, Pierrot refers to Marianne as ‘My Girl Friday’; and
in Vivre sa Vie, Anna Karina walks the streets past a poster for Exodus.

4. ‘Daniels . . . Dempster’: Bebe Daniels, one of Paramount’s top stars in the silent days,
graduated from slapstick with Harold Lloyd to light comedy with De Mille; Carol Dempster
succeeded Lillian Gish as D. W. Griffith’s leading lady.

S. ‘ten-minute take’: What Godard actually wrote, in English, was ‘ten minutes shot’.

6. ‘Maurice Schérer’: i.e. Eric Rohmer, in an article on Renoir’s American films, Cahiers du
Cinéma 8, January 1952.

10: What is Cinema?

Les Amis du Cinéma 1, October 1952.

1. ‘Aragon’: Louis Aragon isa name which turns up frequently —and with approval —in Godard’s
early work. In the short film Une Histoire d’eau, the narrator tells an engaging story about a
lecture on Petrarch delivered by Aragon at the Sorbonne, prefacing it with a characteristic
Godard line: ‘Here, I open a parenthesis’ (whereupon, equally characteristically, Godard has
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her open the car door), ‘Everyone despises Aragon, but I like him, close parenthesis’ (she shuts
the car door). In A Bout de Souffle, one of Aragon’s poems is quoted (see section five, note).
In Le Petit Soldat, Bruno cites as his reasons for loving France, ‘Joachim du Bellay and Louis
Aragon’. By the time of La Chinoise, however, the tone has changed. As Véronique acidly
remarks, discussing her severance from the French Communist Party, ‘Sartre has taken refuge
in Flaubert, and Aragon in maths.’

Le Libertinage was published in 1924, when Aragon was closely associated with the Dadaist
and Surrealist movements. Three years later he joined the Communist Party; and three years
after that, broke completely with the Surrealists to devote himself to militant writing.

11: Les Petites Filles Modéles
Les Amis du Cinéma 1, October 1952.

Eric Rohmer, with whom Godard was associated as co-editor of La Gazette du Cinéma and
under whose direction he appeared as an actor (in Présentation ou Charlotte et son Steack and
Le Signe du Lion), was an editor of Cahiers du Cinéma from 1957 to 1963. For Godard, he wrote
the script of Tous les gargons s'appellent Patrick.

The Journal d’'un Scélérat which Godard refers to was Rohmer’s first film, a 16 mm short.
Les Petites Filles Modeles would have been his first feature, but was never completed. It was
seven years before he did actually make a feature, Le Signe du Lion — one of the first manifesta-
tions, along with Le Beau Serge, Les Cousins, Les Quatre Cents Coups and A Bout de Souffle,
of the Nouvelle Vague. Le Signe du Lion, though a remarkable film, was a commercial disaster;
Rohmer retreated into television, and it was another seven years before he re-emerged as a
major film-maker with La Collectionneuse (1966) and Ma Nuit Chez Maud (1969).

One of Rohmer’s early critical articles for Cahiers du Cinéma (10, March 1952), written under
the name of Maurice Schérer, was called ‘Isou ou les choses telles qu’elles sont’. This was a
qualified defence of Isidore Isou, the arch-priest of ‘Lettrisme’, a literary fad which earned some
publicity in Paris in the late forties and was neatly described by Rohmer as being ‘to the left
of Surrealism’. Pushing Surrealism to reductio ad absurdum limits, Isou sought, in effect, the
dissolution of the word; or the image, in the case of his one film, Traité de Bave et d'Eternité
(1951, ‘A Treatise on Drivel and Eternity’).

The Comtesse de Ségur was a well-known and prolific nineteenth-century author of children’s
books, mostly tales of moral uplift. Her books were published in Paris by Hachette, in a series
called the ‘Bibliothéque Rose Illustrée’. The film Les Malheurs de Sophie, adapted from another
of her novels by Pierre Laroche and Colette Audry, and directed by Jacqueline Audry (her first
feature), was made in 1945. The first half of the film was tolerably faithful to the original, but
the second drifted into pure invention.

1. ‘ET,P.C. or LD.H.E.C." Respectively, the school of photography and the film school in
Paris: Ecole Technique de Photographie et de Cinématographie, and L’Institut des Hautes
Etudes Cinématographiques. The former was replaced in 1964 by the Centre National Louis
Lumiére de Photographie, Cinématographie et Télévision.

2. ‘Serafin’: Enzo Serafin was Antonioni’s cameraman on his first three features: Cronaca di
un Amore (1950), I Vinti (1952) and La Signora senza Camelie (1953).

12: The Lieutenant Wore Skirts ; Artists and Models
Cabhiers du Cinéma 62, August-September 1956.

A number of references in Godard’s films bear witness to his attachment to the Hollywoox
cartoon: in Le Grand Escroc, Jean Seberg says to Laszlo Szabo (the Police Inspector), ‘You
look more like Loopy the Loop than a police officer’, while Szabo subsequently imitate:
Sylvester (of ‘Sylvester and Tweetie Pie’); in Bande a part, Sami Frey remarks, apropos of nothin;
in particular, ‘I am Loopy the Loop, the Good Wolf’; in Made in USA, Szabo again imitate:
Sylvester in the sequence in the garage with Anna Karina.

It is hardly surprising, therefore, that Godard should be such a devoted admirer of Franl
Tashlin, who started in Hollywood as a cartoon-animator and director, then graduated tc
live features (notably with Jerry Lewis) but never lost his taste for sight gags based on eccentrici
ties or impossibilities. On occasion, Godard’s own humour owes a good deal to Tashlin: th
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business with the bicycle, or the tossed egg which descends minutes later, in Une Femme est
une Femme; the flight through the Louvre in Bande a part; the slot-machine in Alphaville which
invites Lemmy Caution to put a coin in, then nonchalantly spits out a card saying ‘Thanks!’

1. ‘Billy Wilder’: Presumably Godard drags Wilder in because a number of critics at the time
commented adversely on Tashlin’s film — which contains a brief parody of a scene from The
Seven Year Itch — as little more than an overt attempt to cash in on the success of The Seven
Year Itch, with Tom Ewell repeating a not dissimilar role.

2. ‘Bouvard et Pécuchet’: Flaubert’s unfinished and posthumously published novel, which is
about two solemn petty bourgeois who are determined to master every field of knowledge in
turn; their efforts build up into a satirical catalogue of failure. In Deux ou trois choses que je
sais d'elle, Godard borrows the names of Bouvard and Pécuchet for the two young men seated
behind piles of books at a table in the Elysée-Marbeuf café sequence: while Juliette’s husband
flirts with a pretty girl, they are seen busily reading and copying extracts from the books, which
are in a variety of languages and about a variety of subjects.

3. ‘Pim, Pam, Poum’: A French comic strip.

13: The Man Who Knew Too Much

Cabhiers du Cinéma 64, November 1956.

1. ‘Zig. .. Puce ... Dolly’: Characters in the comic strip Zig et Puce.

2. ‘Che sera, sera’: The song (‘What will be, will be’) sung by Doris Day in the film, much
commented on by French and other critics oriented to Hitchcock’s ‘religious thinking’.

3. ‘Stavrogin’: In The Possessed.

14: Montage my Fine Care
Cabhiers du Cinéma 65, December 1956.

Much more lucid than the earlier ‘Defence and Illustration of Classical Construction’ (which
labours somewhat over its pastiche eighteenth-century style), this is a particularly interesting
article in view of Godard’s development as a film-maker: his increasing abandonment of
formal narrative in favour of the instantaneous and the unexpected; his interest in improvisation
for the secret, unguarded moment it may seize from an actor; his use of montage — or, more
correctly, the lack of montage, the refusal to cut away — to emphasize a moment captured almost
by chance; his increasing experimentation, especially in Vivre sa Vie and Le Mépris, with the
lengthy, unedited sequence shot. The second paragraph, in which Godard talks about conveying
a moment of hesitation, might almost be a definition of his stylistic approach to Une Femme est
une Femme; or the third paragraph - ‘by making the look a key piece in his game’ — of his method
in Vivre sa Vie. The title of this article, ‘Montage mon beau souci’, is borrowed from the title of
a novella by Valéry-Larbaud, ‘Beauté mon beau souci’.

1. ‘Alexander Nevsky . . . The Navigator’: Eisenstein, the arch-prophet of montage, sacrificed
the needs of the actor (or character) to the needs of the film. Buster Keaton films, on the other
hand, rarely cut away from the central character in action sequences. This may have been
because Keaton really did perform his own fantastic acrobatics and wanted audiences to know
it; but it does mean that the action sequences in his films build to an extraordinary dramatic
effect — without benefit of montage.

2. ‘Marguerite Renoir’: Active in the French cinema since the thirties, Marguerite Renoir
worked on most of Renoir’s films from La Chienne to La Régle du J eu, and all of Jacques Becker’s
films.

15: Future, Present, Past: Magirama
Cabhiers du Cinéma 67, February 1957.

Nelly Kaplan, a young Argentinian film enthusiast, was driven by her admiration for Abel
Gance'’s work to come to Paris from Buenos Aires in 1953 expressly in order to meet, and if
possible work with, him. Gance had not made a film since 1942, and, discouraged by the French
film industry’s lack of interest (though he was able to make La Tour de Nesle in 1954) had
abandoned his experiments with polyvision (three separate images on three screens), with which
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he had been toying since he first used the device in Napoléon in 1926-27. Encouraged and
stimulated by Nelly Kaplan, who became his assistant, Gance set to work again, and the results
of their collaboration were seen in December 1956 in a programme collectively entitled ‘Magi-
rama’ and comprising polyvized scenes from the sound version of Gance’s own J’Accuse, and
three short films: Auprés de ma blonde, Chdteau de nuages, Féte Foraine. Despite an enthusiastic
Press — Nelly Kaplan being dubbed ‘the good fairy of polyvision’ by Paris-Match — the pro-
gramme lasted only two weeks at the Studio 28, and that was effectively the end of polyvision.
Au Royaume de la Terre was never made, and Gance’s only two subsequent films, Austerlitz
(1960) and Cyrano et d'Artagnan (1963) were shot in normal widescreen ratios.

Nelly Kaplan, whose tireless efforts to publicize Gance’s work included a TV programme
which she scripted and a documentary called Abel Gance — Hier et Demain, was subjected to a
good deal of understandable but rather unfair ridicule of the sort which underlies Godard’s
article and which assumed that she was infatuated with Gance and his work. This may have
been so, but her personal vindication came at the 1969 Venice Festival with the premiére of her
first feature, La Fiancée du Pirate, a highly professional piece of work revealing considerable
talent.

1. ‘a better label’: In Balzac’s novel the student pensionnaires of Madame Vauquer’s establish-
ment, inspired by the current show-business vogue for ‘dioramas’ and ‘panoramas’, use ‘rama’
as an all-purpose suffix in making witty conversation.

2. ‘André Citroén’: Founder of the French car manufacturing firm which was bought up by
the Michelin Tyre Company when he went bankrupt in 1934.

16: Hot Blood
Cabhiers du Cinéma 68, February 1957.

Enough has been written about the - to some Anglo-Saxon critics — puzzling enthusiasm of
the French in general, and Godard in particular, for the work of Nicholas Ray and Samuel
Fuller to make it unnecessary to repeat the arguments here. If anyone still doubts the influence
of Fuller on Godard, he need only look at, say, The Crimson Kimono in conjunction with Made
in USA, to see how much of Fuller’s visual style persists in Godard. Ray’s influence is more
difficult to define, but is undoubtedly there in his abrupt editing style and in his attempt to seize
his characters in their most revealing, off-guard moments. Not for nothing did Godard dedicate
Made in USA to ‘Nick et Samuel, qui m’ont élevé dans le respect de I'image et du son.” (To
Nick and Samuel, who taught me respect for image and sound.)

Fuller turns up in person in Pierrot le Fou to offer his definition of cinema; Ray is present in
spirit when Belmondo is reconciled to letting the maid go to the cinema for the third time in
one week because Johnny Guitar is showing (‘She must educate herself’). And, interestingly,
Godard’s admiration for Ray’s work survives his Maoist break with America and all things
American. Henri, in La Chinoise, comments on a Communist newspaper’s dismissal of Johnny
Guitar on the grounds that it is American. It is a good film, he insists, but . . . as Malraux
says, ‘liberty does not always have unsullied hands’.

1. ‘Van Dongen’: Kees Van Dongen, Dutch painter who settled in Paris, joined Les Fauves
in 1905, and became a highly successful society portraitist.

17: Courte Tete
Cabhiers du Cinéma 70, April 1957.

Godard’s persistent though guarded championship of Norbert Carbonnaux’s films never
really paid any dividends. Entering the industry as a scriptwriter in 1946, Carbonnaux directed
his first film, Les Corsaires du Bois de Boulogne, in 1953, and was promptly hailed as the white
hope of French comedy. He maintained the promise through Courte Téte and Le Temps des
ceufs durs; but when he reached out after the higher things Godard hoped for with Candide
(1960), an updated version of Voltaire’s novel, he came an unhappy cropper. His films since
then, such as Le Gamberge and Toutes folles de lui, have been routine.

1. ‘co-director’: Whether or not Godard is correct in suggesting that Carbonnaux co-directed -
‘more or less’ - these two films, they are credited respectively to Guy Lacourt and André Pellenc
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2. ‘salt’: Godard’s original is an untranslatable pun on Annette Poivre’s name: poivre means
‘pepper’.

3. ‘the Annette of Rue de I’Estrapade’: Annette Wademant, who co-scripted the film with
Jacques Becker, as well as the earlier Edouard et Caroline.

4. ‘Companeez’: Jacques Companeez, the veteran French scriptwriter. He and Carbonnaux
collaborated on Les Requins de Gibraltar, 1947, among others.

S. ‘Cette Sacrée Gamine’: A Brigitte Bardot vehicle directed by Michel Boisrond; seen in
England as Mam zelle Pigalle and America as That Naughty Girl.

6. ‘Carlo Rim’: The film referred to is Les Truands (Lock Up the Spoons), 1956.

7. ‘Marceau’: The mime Marcel Marceau.

8. ‘Mariage Forcé’: Written in 1664, Le Mariage Forcé is what one might call a ‘promising’
Moli¢ére comedy, whereas Les Femmes Savantes, written eight years later, is one of his
acknowledged masterpieces.

18: Dictionary of French Film-makers

Cabhiers du Cinéma 71, May 1957.

. ‘Rue Caumartin . . . Rue de I'Estrapade’: Though italicized as a title in the original text,
there is no such film as Rue Caumartin. The Rue Caumartin in Paris is an ordinary bank-and-
business street, and the point Godard is making seems to be that Carbonnaux is more straight-
forwardly commercial in his comedy than Becker, whose Rue de I’Estrapade reproduces the
airy, bustling sense of life as it is lived which he caught so delightfully in both Edouard and
Caroline and Falbalas.

2. ‘for a place . . .’: i.e. not very highly. Both Alex Joffé and Michel Boisrond are routine com-
mercial directors, although their early films did reveal flickers of individuality.

3. ‘subtle film theoretician’: Although he is probably best known today for his numerous
short films and two intelligent features, Les Dernieres Vacances (1947) and Le Rendez-vous de
minuit (1961), Roger Leenhardt’s true importance lies in his seminal influence as a critic. He
began on the monthly Esprit in 1935, and was one of the first French critics to appreciate
the importance of the American cinema. André Bazin, who eventually took over his column
in Esprit, was in effect his pupil. Leenhardt makes a personal appearance in Godard’s Une
Femme Mariée.

4. ‘this moon-man’: Godard’s better, but untranslatable description was ‘Jacques de la lune’,
a reference to Marcel Achard’s play Jean de la lune. The protagonist (played by Jouvet on the
stage, Michel Simon in the cinema) is a simpleton who is idealistic to the point of imbecility.
S. ‘Tristan the Hermit’: Tristan I’Hermite, pseudonym of Frangois I’'Hermite (1602-55), French
poet, playwright and novelist.

19: The Wrong Man
Cahiers du Cinéma 72, June 1957.

1. ‘Lieutenant Fontaine’: The protagonist of Bresson’s Un Condamné a mort s’est échappé,
imprisoned by the Gestapo in Occupied France.

2. ‘Poor Clouzot, who still believes in Fantomas’: Since this article was written, Feuillade’s
indestructible arch-fiend has been revived in an indifferent series of films directed not by Clouzot
but by André Hunebelle. The reference here is presumably to Clouzot’s old-fashioned conception
of suspense in general, and to Les Diaboliques in particular, where the plot hinges on the crude
but effective trick of having a dead man turn out to be very much alive.

3. ‘Robert Burks’: The cameraman with whom Hitchcock achieved one of his happiest col-
laborations, ended when Burks died tragically in a fire. With the exception of Psycho (shot by
Hitchcock’s television cameraman, John L. Russell), Burks worked on all of Hitchcock’s
films from Strangers on a Train to Marnie, twelve features in all. It is surely no accident that
Strangers on a Train marks the transition from the slow, fumbling Hitchcock of the late forties
(The Paradine Case, Rope, Under Capricorn, Stage Fright) to the period of his richest and best
work; or that the two films made since Burks’s death (Torn Curtain, Topaz) seem to have
lapsed into flatness and hesitancy again.

4. ‘dead man on leave’: A quotation from Lenin (‘We are dead men on leave’), used again in
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A Bout de Souffle in the sequence in the photographer’s studio which leads up to Patricia’s
betrayal of Michel. Godard inserts a close-up of a book, Maurice Sachs’s Abracadabra, then
of a printed band which reads ‘Nous sommes des morts en permission.’

S. ‘Odile . . . Honorine’: Respectively, the heroines of Goethe’s and Balzac’s Honorine.

6. ‘Ballet mécanique’: An avant-garde film made by Fernand Léger and Dudley Murphy (1924),
which followed the same basic principles as Léger’s paintings and was in effect an abstract
montage of concrete images (with the emphasis on machinery in movement, but also including
faces, kitchen utensils, etc.)

20: Sait-on jamais ?
Cahiers du Cinéma 73, July 1957.

Whatever the merits of his career as a film-maker, Roger Vadim has two unshakeable claims
to fame. First, that he took an almost unknown starlet — Brigitte Bardot — and turned her into
a super-star with Et Dieu . . . créa la femme. Second, that his first two films (Et Dieu . . . créa
la femme, 1956, and Sait-on jamais?, 1957) stirred up a stagnant film industry by their success
and breached the flood-gates for the Nouvelle Vague. Seen today, these two films reveal more
flair than talent, but it is a flair which Vadim only rarely recaptured in his subsequent films —
notably in Les Liaisons dangereuses (1959), Et mourir de plaisir (1960) and Barbarella (1967).
Only a year after writing this cautiously enthusiastic review, Godard sets the Vadim record
straight in his review of Bergman’s Summer With Monika.

1. ‘novel’: Not mentioned among the film’s credits.

2. ‘a naughty girl’: Referring to the Bardot film, Cette Sacrée Gamine, which was scripted by
Vadim.

3. ‘Laclos’: Vadim was to film Choderlos de Laclos’s novel, Les Liaisons dangereuses, in 1959.
4. ‘Action immédiate’: A routine spy thriller in the ‘Coplan’ series, made in 1956 and starring
Henri Vidal, Barbara Laage and Nicole Maurey.

21: Hollywood or Bust

Cabhiers du Cinéma 73, July 1957.

1. ‘Laviron’; Jean Laviron, a French director, Professor since 1944 at I.D.H.E.C. (L’Institut
des Hautes Etudes Cinématographiques, the film school in Paris).

2. ‘Kanin’: Garson Kanin wrote several films for Cukor, but Godard is probably thinking in
particular of the Judy Holliday-Jack Lemmon comedy, /t Should Happen to Y ou.

3. ‘Shirley, or Dorothy, or Pat, or Jane’: Shirley MacLaine and Dorothy Malone, who appeared
in Artists and Models; Pat Crowley, from Hollywood or Bust; and Jayne Mansfield, from Will
Success Spoil Rock Hunter?

22: The True Story of Jesse James
Cabhiers du Cinéma 74, August—September 1957.

1. ‘Henry King’s film’: Jesse James, 1939.

2. ‘the ballad’: This is not the ballad from The True Story of Jesse James, but the one used in
Fuller’s I Shot Jesse James.

3. *Jesse James the beloved’: The French title of The True Story of Jesse James is Le Brigana
bien-aimé (‘The Beloved Bandit’).

23: Will Success Spoil Rock Hunter?
Cabhiers du Cinéma 74, August—September 1957.

1. ‘Rally Round the Flag, Boys’: This was in fact made by Leo McCarey (1958).

24: Forty Guns
Cabhiers du Cinéma 76, November 1957.

25: Jean Renoir
Cabhiers du Cinéma 78, special Renoir issue, December 1957.
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La Nuit du Carrefour
La Nuit du Carrefour was the first Simenon novel to be filmed, followed in the same year, 1932,
by Le Chien Jaune (director, Jean Tarride) and La Téte d’'un Homme (director, Julien Duvivier).
It was originally to have been directed by Simenon himself, but was entrusted instead to Renoir,
who followed his usual practice of filming as much as possible on location and with direct
sound recording. The production was beset by money troubles, and whether or not the story
about the missing reels is true (though often repeated, it has never been confirmed or denied
by Renoir), the result — with both action and dialogue filtering murkily through the prevailing
darkness - is an ineffably strange and mysterious thriller, more Simenon than Simenon himself.

Renoir never did make Trois Chambres a Manhattan, which was subsequently announced
as a project for Jean-Pierre Melville in 1962, but was finally made - very dully - by Marcel
Camné in 1965.

1. ‘Une Ténébreuse Affaire’: The novel by Balzac.

2. ‘Orvet’: One of two plays written by Renoir. It was performed at the Théatre de la
Renaissance, Paris, in March 1955, directed by Renoir himself.

3. ‘Suicidés, Touristes de Bananes’: Novels by Simenon.

4. ‘Mouchette, Un Crime’: Novels by Georges Bernanos.

Swamp Water
Swamp Water was the first of five films made by Renoir in America during and immediately
after the Second World War. The first of these to be shown in France, in 1946, was T his Land is
Mine, followed by Swamp Water, The Diary of a Chambermaid and The Woman on the Beach
in 1948, and T he Southerner in 1950. As in England and America, The Southerner alone met with
critical approval. Renoir had left France under something of a critical cloud after the failure
of La Regle du Jeu in the summer of 1939, and it was not until 1952, when an excellent article
by Eric Rohmer was published in Cahiers du Cinéma 8, that any attempt was made anywhere
to come to grips with Renoir’s American films.

Godard, incidentally, exaggerates in suggesting that Swamp Water was the first Hollywood
film to be shot on location, although the practice had certainly become rare since the end of
the silent era. Also incidentally: despite the location shooting in the swamps of Georgia, the
close-ups in Swamp Water rely fairly heavily on back-projections.

Eléna et les hommes
Since Godard introduces the Venus and Olympus metaphor almost too casually in this bril-
liantly perceptive note about Eléna et les hommes, it should perhaps be noted that the same issue
of Cahiers du Cinéma contained an interview with Renoir in which he explained the genesis
of the film: ‘For a long time I had been dying to make something gay with Ingrid Bergman. I
wanted to see her laughing and smiling on the screen, to enjoy - and to let the public enjoy —
that sort of rich sensuality which is one of her characteristics. In other words, I was thinking
very much of Venus and Olympus.’

26: Bitter Victory

Cahiers du Cinéma 79, January 1958.

1. ‘behind the mirror’: The French title of Ray’s film, Bigger Than Life, is Derriére le miroir
(‘Behind the Mirror’).

27: The Ten Best Films of 1956
Cabhiers du Cinéma 67, January 1957.

28: The Ten Best Films of 1957
Cabhiers du Cinéma 79, January 1958.

29: The Killing

Cabhiers du Cinéma 80, February 1958.
Unlike, say, Frangois Truffaut (who, during his period as a film critic with Arts, managed
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to dismiss Satyajit Ray’s Pather Panchali, be contemptuous about John Ford, and write a
graceless review of Laughton’s Night of the Hunter), Godard rarely failed to recognize talent.
A notable exceptionis this review of The Killing, which duly catalogues the undeniable influences
on Kubrick, but fails to note the equally undeniable personality which underlies the film.
But then, until Lolita at last sowed doubts which were settled by Dr Strangelove, Cahiers du
Cinéma as a whole had pigeonholed Kubrick neatly away as a well-meaning liberal in the
Stanley Kramer tradition.

30: Mizoguchi
Arts 656, 5 February 1958

French film critics have always had a weakness for bold antithesis, generally expressed in
ringing catch-phrases: as an example, one might cite Roger Leenhardt’s singularly unfortunate
‘Down with Ford, Long Live Wyler!” One need not, therefore, take very seriously Godard’s
curt dismissal of Kurosawa as only slightly better than the very run-of-the-mill Ralph Habib.
On the other hand, no one with any genuine feeling for cinema could quarrel with his estimation
of Mizoguchi as the greatest of all Japanese directors, even if one might think twice about
labelling Ugetsu Monogatari so categorically as his masterpiece . . . as against Sansho Dayu,
Shin Heike Monogatari, or perhaps one of the many unknown films which have yet to be seen
in the West.

1. *‘Mizoguchi Monogatari’: i.e. ‘Tales of Mizoguchi’ (monogatari means ‘tales’ in Japanese).
2. ‘Tess of the d’Urbervilles’: One of Godard’s dream projects — about 1962 — was to film Tess
of the d’Urbervilles in England with Anna Karina.

3. ‘the beautiful Machiko’: Machiko Kyo, who plays the ghostly Princess Wakasa.

4. ‘brother’: Correctly speaking, brother-in-law.

5. ‘O’Hama’: Godard means Miyagi; O’Hama, still alive at the end, is the brother-in-law’s wife.

31: Caught
Cabhiers du Cinéma 81, March 1958.

For some reason, Caught was the only one of Max Ophuls’s American films never to be
released in France. Hence this exotic newsflash by Godard.

1. ‘Marianne’: In Marivaux’s novel, La Vie de Marianne. Lamiel is an unfinished novel by
Stendhal.

32: The Wayward Bus
Cabhiers du Cinéma 81, March 1958.

Born in Moscow in 1918, Victor Vicas was educated in Paris, went to America in 1942,
and returned to France after the war. He made his first feature, Weg ohne Umkehr, in Germany
in 1953, and has since directed films of no particular distinction in France (Double Destin and
Je reviendrai a Kandara), Germany (Herr iitber Leben und Tod), Switzerland (Simplon-Express)
and Britain (Count Five and Die). The Wayward Bus, made in Hollywood, is probably his best-
known and most ambitious work.

1. ‘Charles Brackett’: The veteran Hollywood scriptwriter who died in March 1969, noted for
his long and brilliantly successful writing partnership with Billy Wilder. Latterly he also became
a producer; among his most successful productions were Titanic, The King and I and Journey
to the Centre of the Earth.

33: Le Temps des Oeufs Durs
Cahiers du Cinéma 82. April 1958.

While not exactly inaccurate, a ‘satire on failure’ is a rather optimistic description of this
mildly funny but routine whimsical comedy. It is about a young garage-hand (Darry Cowl) who
wins ten million francs in the national lottery. He meets a painter of no talent (Fernand Gravey)
who periodically fakes suicide for publicity purposes; falls in love with the painter’s daughter
(Béatrice Altariba); and contrives to give her father most of the money on the pretext of having
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sold some of his paintings. Meanwhile, the garage-owners are after the money to modernize
the garage; and complications about counterfeit money result in everybody landing in jail.
At the end, theirinnocence proved, the youngcoupleare left in charge of the modernized garage.

34: Rafles sur la Ville
Cabhiers du Cinéma 82, April 1958.

Though uneven to say the least, Pierre Chenal’s work in the thirties is not entirely negligible,
if only because his films often benefited from the admirable casts typical of the French cinema
at the time: Harry Baur and Pierre Blanchar in Crime et Chdtiment (1934), an expressionistic
version of Dostoievsky’s novel; Blanchar and Isa Miranda in L’Homme de Nulle Part (1937),
a remake of L'Herbier’s Feu Mathias Pascal; Pierre Renoir, Jouvet, Dalio, Viviane Romance,
Aimos and Gaston Modot, enlivening the laborious La Maison du Maltais (1938). After spend-
ing the war years in Argentina, where he made several films, Chenal returned to France in 1945,
but like so many of the top pre-war directors failed to maintain his position, although Cloche-
merle (1948) was a considerable box-office success.

35: Montparnasse 19
Cabhiers du Cinéma 83, May 1958.

Montparnasse 19 was originally to have been directed by Max Ophuls, who prepared a script
with Henri Jeanson under the title of Modigliani. When Ophuls died in March 1957, the project
was taken over by Becker, who rewrote the script entirely. It was Becker’s last film before the
apotheosis of Le Trou and, however one looks at it, not a success, even though it is imprinted
throughout with his personality. Becker intended the film to be - like Casque d’or — an intensely
felt love-story in a period setting, but what emerged was disastrously close to the conventional
Hollywood tale of the misunderstood genius.

1. ‘filming Picasso at work’: in Le Mystére Picasso (H.-G. Clouzot, 1956).

36: Malraux a Discredit to France?
Cabhiers du Cinéma 83, May 1958.

For a time, the name of Malraux was a frequent and admiring reference-point in both
Godard’s critical writing and his films: a copy of La Condition Humaine, for instance, is promi-
nently displayed in Le Petit Soldat. Eight months after this article was published, in January
1959, Malraux was appointed as Minister for Cultural Affairs, and gradually the ardent revolu-
tionary novelist and film-maker of the thirties was revealed as an equally ardent Gaullist. This
desertion was not likely to endear Malraux to Godard, who finally severed relations in 1966,
in his Letter to the Minister of ‘Kultur’, reprinted later in this volume.

1. ‘Gaillard government’: The Gaillard government fell in April 1958 (less than a year after the
collapse of Mollet’s régime). The official Billiéres is cited because his name gives rise to a typical,
untranslatable, joke: Billiéres rhymes with ceilleres (‘blinkers’).

2. ‘VéI' d’Hiv’: The Vélodrome d’Hiver. Keigel’s film contains footage of the 1952 Congrés
des Témoins du XXe Siécle.

37: Bergmanorama
Cabhiers du Cinéma 85, July 1958.

1. ‘wonderful summer, end of the holidays, eternal mirage’: Godard’s original, evocative of
themood of the Bergman films he is particularly concerned with, reads: ‘été prodigieux, derniéres
vacances, éternel mirage’. But these are also the French titles of three films. Eté prodigieux is a
Russian film directed by Boris Barnet, Chtche Droe Leto (Generous Summer); Les Dernieres
Vacances is Roger Leenhardt’s first feature; Eternel Mirage is the French release title for Berg-
man’s Skepp Till Indialand (A Ship to India or The Land of Desire).

2. ‘Dulac . ... Man Ray . . . Kirsanoff’: Three of the leading lights of the French avant-garde
movement which had its heyday about 1923-24.

3. ‘Eternity at the Service of the Instantaneous’: Another of Godard’s evocative double mean-
ings. Instantané not only means ‘instantaneous’ but ‘snapshot’ or ‘photograph’.
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4. ‘homonymous society’: The Société des Auteurs et Compositeurs Dramatiques. Godard’s
point is that a real creator, one who creates equally through script and mise en scéne, does not
need to seek protection by lodging his script for copyright purposes.

S. ‘creates . . . out of nothing’: This is broadly, but not strictly, true. Of the first seven films
Bergman directed, six are based on plays, novels or stories by other writers. Subsequently, of
course, both So Close to Life and The Virgin Spring interrupted his practice of working from
his own original scripts.

38: L’Eau Vive
Cabhiers du Cinéma 85, July 1958.

Although an excellent script by the novelist Jean Giono (‘the poet of Provengal’) undoubtedly
helped, the fact that Frangois Villiers was originally a newsreel-cameraman may explain why
L’Eau vive — filmed on location over a lengthy period while work was actually in progress on
the monumental task of shifting the bed of the River Durance — is by far his best film. His first
feature Hans le Marin, made ten years earlier in 1948, also had authentic locations (in and around
Marseille), but was otherwise a silly melodrama about a Canadian sailor (Jean-Pierre Aumont)
who falls in love with a cabaret singer (Maria Montez), is hounded by her gangster protector
(Dalio), is succoured by an amorous gipsy (Lilli Palmer), and finally returns to kill his faithless
love. Villiers’s subsequent films have been equally meretricious.

1. ‘Dominici affair for British television’: Welles never made the film.

2. ‘Ah, you were languishing’: The original is ‘Hein! vous vous languissiez.” Godard’s point
is difficult to convey accurately in translation since it depends on tense and sound.

3. ‘Pagnol’: Like Giono, Marcel Pagnol was noted, as both playwright and film-maker, for his
‘Provengal sagas’: The Fanny-Marius-César trilogy. Angéle, La Femme du Boulanger, etc.

4. ‘Jean de Létraz’: Novelist, playwright and scriptwriter (5. 1897) of innumerable farces,
romances and bedroom comedies.

S. ‘Les Anges du péché’: Bresson’s first feature, for which Giraudoux wrote the dialogue.

6. ‘The Cranes Are Flying’: A ‘new look’ Russian film of 1957, directed by Mikhail Kalatozov,
shot with much (too much) bravura camera movement from the cameraman, Urusevsky.

39: The Quiet American
Arts 679, 22 July 1958.

This article contains two particularly striking examples of the cross-fertilization of ideas
between Godard the critic and Godard the film-maker. Ideas engendered by one are developed
by the other, to a point where one sometimes wonders which came first, the chicken or the egg;
whether Godard was inspired to make certain films by ideas raised in his criticism, or whether
he made the criticisms in the first place because he had already visualized the film he himself
would make.

Here, for instance, in praising Mankiewicz for his literary intelligence, he compares him to
Giraudoux but adds the slightly cryptic reservation: ‘Writing Pour Lucréce is one thing;
filming it is another.” Four years later, as though to provide an illustration of what he meant,
Godard announced that he was going to film Pour Lucréce (the project never materialized): ‘The
cinema is always talked about from the point of view of the images, and at the moment I find
myself more interested in the sound. I want to carry this interest to its logical conclusion and
simply direct a voice on the screen, show someone more or less motionless on the screen speaking
a fine text.’

The second example, on a more mundane level, concerns the actress Giorgia Moll, whom
Godard subsequently cast as the multi-lingual secretary in Le Meépris, using her as a secret
weapon to solve for himself the problem he feared might face The Quiet American: dubbing
for foreign distribution. In Le Mépris, Giorgia Moll has a substantial role which consists almost
entirely in translating conversations between the American producer, the German director and
the French scriptwriter, so that they can understand each other. The film is thus proof against
dubbing, although an unhappy Italian version does exist which has had to invent entirely new
dialogue — and an entirely new role — for Giorgia Moll.
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1. ‘Bella . . . Eglantine . . . Simon . . . Siegfried’: This refers to four novels by Giraudoux:
Bella, Eglantine, Simon le Pathétique and Siegfried et le Limousin.

40: Summer with Monika
Arts 680, 30 July 1958.

1. ‘The Orangerie’: A gallery in Paris (alongside the Jeu de Paume, the Expressionist museum),
generally used for special exhibitions.

2. ‘precede’: Evidently a slip of the pen tor ‘follow’.

3. ‘Loveat leisure, love unto death’: ‘Aimer a loisir, aimer a mourir.” From the poem ‘L’Invita-
tion au Voyage’ in Baudelaire’s Fleurs du Mal.

4. ‘Louis Marcorelles’: A French critic, frequent contributor to Cahiers du Cinéma.

41: Woman in a Dressing-gown
Arts 680, 30 July 1958.

1. ‘acting prize’: The best actress prize went to Yvonne Mitchell for her performance as the
woman whose slatternly habits drive her husband to infidelity. Incredibly, the film also won
the International Critics Award for the best film (Berlin Festival 1957).

2. ‘Bardem’: Juan Antonio Bardem, the Spanish director who made a considerable impression
with his politico-social melodrama, Death of a C yclist, but whose subsequent films have revealed
the barrenness of a style based almost exclusively on the shock-cut.

42: The Pajama Game
Cabhiers du Cinéma 85, July 1958.

A review to be read in conjunction with Une Femme est une Femme, the film Godard described
as ‘the idea of a musical’, and in which Karina and Belmondo sketch a dance routine because
(says Karina) ‘I want to be in a musical with Cyd Charisse and Gene Kelly . . .” ‘Choreography
by Bob Fosse’ (adds Belmondo).

With his quirkily electric routines, radiating almost neurotic energy and always telling a
story, Bob Fosse is the choreographer of all choreographers most likely to appeal to Godard.
As a dancer, he appeared in Give a Girl a Break, The Affairs of Dobie Gillis, Kiss Me Kate, My
Sister Eileen; among his choreography credits, My Sister Eileen, The Pajama Game, Damn
Yankees, How to Succeed in Business Without Really Trying (in absentia, as it were), and Sweet
Charity (which he also directed).

43: The Long Hot Summer
Cahiers du Cinéma 85, July 1958.

1. ‘our friend Martin’: Since Martin is a name frequently given to donkeys in France (roughly
equivalent to the English ‘Neddy’), Godard’s original (‘notre dne Martin’) is rather more
insulting.

44: Telegram from Berlin
Cabhiers du Cinéma 86, August 1958.

1. ‘Golden Bear’: The annual award for the best film at the Berlin Festival.

2. ‘Passe Diable’: La Passe du Diable, directed by Jacques Dupont. Set in Afghanistan, it is
largely a semi-documentary about the horse comtests traditional to that country; the Salle
Pleyel (i.e. concert-hall) story is about a young man who sacrifices himself to enable his admired
elder brother win the contest.

3. ‘Radvany remake’: Mddchen in Uniform, directed by Geza von Radvany; the original version
by Leontine Sagan was made in 1931.

4. ‘Swiss films’: Es Geschah am Hellichten Tag (Assault in Broad Daylight), directed by Ladislav
Vajda; Angst vor der Gewalt (The 10th of May), directed by Franz Schnyder.

5. ‘International Critics Prize’: For /ce Cold in Alex.

6. ‘Norwegian film’: Probably Ut av Morket (Out of the Darkness). a film about mental dis-
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orders directed by Arild Brinchmann; but Arne Skouen’s Ni Liv (We Die Alone) was also shown
at the Festival.

7. ‘La Loi’: Directed by Jules Dassin, La Loi (The Law or Where the Hot Wind Blows) was
Lollobrigida’s next vehicle. Godard’s dire prognostication proved absolutely correct.

8. ‘less hellish Brooks’: Godard’s original reads ‘moins infernal Brooks’, a reference to Richard
Brooks’s Battle Circus, which was called Le Cirque Infernal in France.

9. ‘story Indian jailer’: Two Eyes, Twelve Hands, directed by V. Shantaram.

10. ‘Japan prison film’: Sun-ai Monogatari (The Story of a Pure Love), directed by Tadashi
Imai.

11. ‘Koundouros folly’: A Greek film, Paranomi, directed by Nikos Koundouros.

45: Jean-Luc Godard Interviews Astruc
Arts 684, 20 August 1958.

Alexandre Astruc is the author of one of the seminal documents in the history of the French
New Wave: Naissance d’une nouvelle avant-garde, la caméra-stylo (Birth of a New Avant-Garde,
the camera-pen). Originally published in Ecran Francais, 30 March 1948, this article is in effect a
call to revolution, arguing that the cinema had at last become a means of expression, a language,
and that instead of being simply a spectacle, it could free itself from the tyranny of the visual,
of the image for its own sake, of the immediate and concrete demands of the narrative, to become
a means of writing as supple and subtle as the written word’.

Curiously enough, when he came to make his first film, the medium-length Le Rideau Cramoisi,
in 1952, he seemed to bypass his own theories and delve happily back into the techniques of
German Expressionism to produce a stylistic exercise in Poe-Gothic atmosphere which was
nothing if not tyrannized by the visual. After Les Mauvaises Rencontres in 1955, he began in
Une Vie (1958) and La Proie pour I'Ombre (1960) to evolve a personal style which did have
much of the flexibility of the novel in dealing with the undercurrents and the unspoken in human
relationships. Both films are remarkable — and better than anything Astruc has done since —
but remain marginal to the development of the Nouvelle Vague, to which Astruc’s greatest
practical contribution is probably that his example (combinea with Roger Vadim’s more
positive commercial success) made producers more willing to take a chance on young directors.

1. ‘Louis Delluc Prize’: The Prix Louis Delluc, first awarded in 1937, was founded in memory
of Louis Delluc who died in 1924, the father of French film criticism and a brilliant film-maker
in his own right. It is awarded annually to the most promising film of the year.

2. ‘Le Horla’: One of Maupassant’s horror stories.

3. ‘La Princesse de Cléves . .. L’Education Sentimentale’: By Mme De La Fayette and Flaubert,
respectively. Astruc was to film L’Education Sentimentale in 1961.

46: Jean-Luc Godard interviews Frangois Reichenbach
Arts 685, 27 August 1958.

Despite all the pious hopes and intentions expressed in this interview, L’Amérique vue par un
Frangais (or, as it was eventually called, L’ Amérique Insolite) is not so very different in approach
from the Mondo Cane type of sensationalism; not so very different, either, from the short
films Godard refers to (made by Reichenbach between 1955 and 1957), except that the emphasis
on outlandishness and abnormality becomes more offensive at feature length. Appropriately
enough, the film was titled America Through the Keyhole for English distribution, and contains
all the obligatory scenes of juvenile delinquency, carnival in New Orleans, drum-majorette
parades, baby parades, Muscle Beach, etc.

In 1961, Reichenbach made Un Coeur gros comme ¢a, a sympathetic but unexceptional feature
in the cinéma-vérité manner, recording the thoughts and aspirations of a young coloured boxer
who comes to Paris to train for a championship fight (which he loses). His subsequent films
have made little impression : Les Amoureux du ‘France’ (1964), for instance, in which a sentimental
comedy, set aboard a liner and directed by Pierre Grimblat, was filled out with ‘impressions of
travel’ by Reichenbach; or L' Indiscret (1969), in which self-congratulatory shots of the director
at work punctuate a routine story.
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1. ‘qualité’: There is a special aid system in France for commercial shorts, which are shown
to two selection committees. Any film rejected by one committee is seen again by the other.
Films selected may win ‘quality’ prizes. A special jury determines the prizes, which go to a
maximum of fifty films each year.

2. ‘Lost Continent’: An Italian film, Continente Perduto, made in 1954 by Leonardo Bonzi,
Mario Craveri, Enrico Gras, Francesco A. Lavagnino and Giorgio Moser, and dealing with the
more exotic aspects of Borneo and the Malay Archipelago.

3. ‘Amica America’: A semi-fantasy account of America, published in 1919 by Giraudoux,
who was sent there on a diplomatic mission.

4. ‘Welles . . . Brazil’: i.e. for the uncompleted It’s All True (1941).

S. ‘Rossellini . . . India’: i.e. India 58.

6. ‘Nagra’: i.e. a tape-recorder.

7. ‘chronicle of events’: Godard makes a pun on Reichenbach’s phrase ‘faits et gestes’ (deeds
and exploits), picking up the word ‘geste’ as ‘chanson de geste’ (the name given to the medieval
French verse-chronicles of heroes and heroic deeds).

47: Une Vie
Cabhiers du Cinéma 89, November 1958.

1. ‘Roman Vlad’: Roman Vlad wrote the score for Une Vie.

2. ‘Velazquez grey’: A phrase which Godard later recalled in Le Petit Soldat where, after his
first meeting with Véronique, Bruno’s voice is heard off, wondering, ‘Are her eyes Velazquez
grey or Renoir grey?

3. ‘Ramuz’: Charles-Ferdinand Ramuz (1878-1947), a Swiss novelist and poet, noted for his
descriptions of peasant life in his native canton of Vaud. He is perhaps best known internationally
for his libretto for Stravinsky’s The Soldier's Tale.

4. ‘L’Albatros’: Baudelaire’s poem The Albatross.

S. ‘La Folie du Docteur Tube’: An experimental film directed by Abel Gance in 1915. A fantastic
tale of a scientist who discovers a method of decomposing light rays, this was one of the first
films to use distorting lenses to create the weird images of madness.

6. ‘Orvet’: The heroine of Jean Renoir’s play of the same name.

48: Les Cousins
Cabhiers du Cinéma 89, November 1958.

1. ‘Rubempré . . . Rastignac’: Rastignac is the student hero of Le Pére Goriot, Rubempré of
Une Etude de Femme — both novels by Balzac.

2. ‘cheating’: The word used by Godard is ‘tricher’, evoking Carné’s film Les Tricheurs. Made
in 1958 and achieving commercial rather than critical success, this was a decidedly Old Wave
film masquerading as New Wave in its jazzy tale of rebellious youth: a ‘cheat’, in other words.
3. ‘just how far he has the right to go too far’: In Cocteau’s Or phée, an elderly literary gentleman
shows Orphée a copy of a-new magazine called Nudisme, whose pages are entirely blank: when
Orphée, the established poet, complains that it is ridiculous, he is told, ‘Your gravest fault is
that you know just how far one can go too far.’

49: Un Dréle de Dimanche
Arts 698, 26 November 1958.

Noted for the number of young actresses he launched or pushed to stardom — among them
Simone Simon and Michéle Morgan — Marc Allégret enjoyed a considerable reputation during
the thirties which has since frittered away to nothing. His two most frequently cited films are
probably his first, Voyage au Congo (a documentary made on a trip to Africa with André Gide
in 1926), and Fanny, the middle film in Pagnol’s famous trilogy; but his best are the charming
Lac aux Dames (1934, with Simone Simon and Jean-Pierre Aumont), and the equally engaging
if slightly melodramatic Entrée des Artistes (1938, with Jouvet, Odette Joyeux and Claude
Dauphin).
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1. ‘Jean-Jacques Vital’: Formerly a radio producer, Vital formed a film production company
- Société Simoja - with Jean Boyer in 1952.

2. ‘photo-romans’: A form of strip-cartoon very popular in France and Italy, employing
photographs (with the story staged in tableaux by actors) instead of drawings.

3. ‘Belmondo’: Godard, of course, was to make a star of Belmondo in 4 Bout de Souffie;
later, in Pierrot le Fou, he also had him do a brief imitation of Michel Simon.

4. ‘wilderness . . . Pigalle’: A reference to the 1957 film Le Desert de Pigalle. Directed by Léo
Joannon, it is about a young priest who is sent to the Pigalle district of Paris; his mission, the
redemption of prostitutes.

S. ‘of the faith’: Godard is playing here on the fact that gentil means both "Gentile’ and ‘gentle’
(or nice). His original text reads: ‘Vous étes le plus gentil des cinéastes. Mais les “‘gentils”,
autrefois, c’étaient ceux qui n'avaient pas la foi.’

50: Georges Franju
Cahiers du Cinéma 90, Christmas 1958.

1. ‘the famous article’: ‘Le Style de Fritz Lang’, published in CINEM Atographe, March 1937,
revised and reprinted in Cahiers du Cinéma, November 1959.

2. ‘houseboat’: Godard wrote ‘climbs the ladder of a suburban swimming-pool’, but it is
actually a houseboat on the river.

51: B.B. of the Rhine
Arts 700, 10 December 1958.

. ‘Liane — White Slave . . . Liane, Jungle Goddess': These are both German films.

2. ‘imagerie sheets’: Coloured sheets of figures, usually soldiers or fairy-tale characters,
designed to be pasted on cardboard and cut out. A popular children’s toy in the nineteenth
century.

3. ‘Treichville’: This was one of the working titles for Moi, un Noir, which Rouch shot in and
around Abidjan. It is reviewed by Godard on p. 129.

52: Ignored by the Jury
Arts 700, 10 December 1958.

This festival of short films at Tours was the brainchild of an enterprising organization called
the ‘Journées du Cinéma’. Founded in 1955 by a young critic, André Martin, the main purpose
of the Journées was to bring the best in international film production to provincial towns in
France - feature films which had either not been shown at all, or had been shown in dubbed
or otherwise mutilated versions. After the great success of the previous festival of short films,
also held at Tours (when Truffaut’s Les Mistons was shown but was not a prizewinner), the
rule was dropped that only French shorts could be entered in competition.

As so often with people and things he admires, the four directors Godard praises in this
article were all to crop up in one way or another subsequently in his films. When the married
woman and her lover go to the cinema at Orly Airport in Une Femme Mariée, it is a fragment
of Resnais’s Nuit et Brouillard that they see; and on the wall of Robert and Juliette’s flat in
Deux ou trois choses que je sais d’elle, a poster for Muriel is prominently displayed. Demy’s
Lolacomes in foran affectionate mention in Une Femme est une Femme, and again in Une Femme
Mariée, where Charlotte wonders which film it was in which a sailor took a little girl in his arms
and whirled round with her, very slowly. In Vivre sa Vie, Nana says proudly that she once
appeared in a film with Eddie Constantine (Varda’s Cléo de 5 a 7, in which Karina, Godard and
Constantine all acted in the pastiche silent comedy). Rozier was to have contributed a short
sequence to Une Femme Mariée — revealing the charms of the ‘monokini’ — but it was not per-
mitted by the French censor.

1. ‘Robert Menegoz’s film about Lacq’: Treize a Lagor, a documentary about the Lacq gas
refineries.

2. ‘Gestes du Repas’: Directed by Luc de Heusch.

3. ‘Dangerous Trades’: Muzi Nad Zemi, directed by Bruno Sefranka.
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4. ‘Mademoiselle de Scudéry’: Madeleine de Scudéry (1607-1701), the famous seventeenth-
century novelist and salon hostess, was also renowned for a game devised in her salon called
‘La Carte de Tendre’ in which the board represented a pastoral landscape of the affections.
Setting out from ‘New Friendship’, the players encountered such dead ends and hazards as
‘The Lake of Indifference’ and ‘The Sea of Danger’ on the three alternative routes leading to
tenderness.

S. ‘Renaud et Armide’: Cocteau’s play, an elegant but slightly florid tragi-romance in rhyming
couplets.

6. ‘Roger Leenhardt’: Leenhardt was a member of the jury at Tours.

7. *Jeanne Allard’: Jeanne Allard played the leading role in Le Bel Indifférent.

8. ‘Jacquot my friend’: Referring to the title of Queneau’s novel, Pierrot mon ami. Odile is
also a novel by Queneau, who wrote the commentary to Le Chant du Styrene.

9. ‘brilliantly mounted’: monté, in French, means both ‘edited’ and ‘mounted’.

10. ‘Bossuet’: Jacques Bénigne Bossuet (1627-1704), French prelate renowned for his funeral
orations and generally regarded as one of the masters of French prose.

53: Jean Rouch Wins the Delluc Prize
Arts 701, 17 December 1958.

Jean Rouch entered the cinema by way of a series of documentaries about Africa made as
the Director of the Service Cinématographique at the Musée de 'Homme (the ethnological
museum in Paris). His first shorts (1946-56) were strictly documentary, recording African
customs, tribal circumcision rites, rain-making ceremonies, etc. Gradually becoming interested
in film-making as such, however, he began to season his reality with a careful dose of fiction. In
Moi, un Noir (his first feature if one discounts both Jaguar, which was edited and shown years
later, and Les Fils de I'Eau, which was a collection of four shorts), the colourful fantasy-
existence in which his African characters see themselves as Edward G. Robinson, Dorothy
Lamour and Eddie Constantine, is set off against the hopeless, dead-end nature of their lives.
Two years later, with La Pyramide humaine, Rouch took another step towards cinéma-vérité
by throwing together two groups of pupils from an African school — white and coloured — who
did not normally mix after school hours, and then testing the friendly relations which were
quickly established by asking both groups to enact — and react to - a fictional story in which one
of their number is drowned.

Since the principles of cinémua-vérité have always obsessed Godard in his work — ‘The cinema
is truth twenty-four times a second’ - his enthusiasm for Rouch is self-explanatory.

|. ‘Je suis un Noir’: The film was finally titled Moi, un Noir.

54: The Ten Best Films of 1958
Cabhiers du Cinéma 92, February 1959.

S5: Pourvu qu’on ait I'lvresse
Arts 706, 21 January 1959.

This was Jean-Daniel Pollet’s first film, a short about the desolating boredom of suburban
dance-halls made while he was doing his military service. When he made his first feature La
Ligne de Mire in 1959-60, Pollet (born 1936) was the youngest member of the Nouvelle Vague
and the butt of jokes from professionals in the film industry since La Ligne de Mire was widely
reputed to be an amateur’s folly, wasting some forty million old francs on material which could
not be edited into a film. Never actually released, La Ligne de Mire was planned as a sort of
manifesto towards a new cinema, but those who have seen it seem generally in agreement
that it was an unmitigated disaster. (It is given a comradely plug by Godard later in this volume,
as is Méditerranée (1964), a film in which half a dozen shots are permutated for some fifty
minutes.)

With Paris vu par . . . (1964), in which he did the Rue Saint-Denis episode about an encounter
between a timid young man and a businesslike prostitute, Pollet revealed a distinct talent for
quiet, witty observation; but in Une Balle au coeur (1965), he again let ambition get the better
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of him and weighted a straightforward thriller down with metaphysical overtones. His two
most recent films, Tu imagines Robinson (1968) and L’Amour c’est gai, I'amour c’est triste
(1969) (the former continuing the stylistic search of La Ligne de Mire and Méditerranée, the
latter improving on the comic observation of Paris vu par . . .) may help at last to define Pollet’s
talent.

1. ‘Nogent, Eldorado du Dimanche’: Marcel Carné’s first film, a short made in 1930 about the
popular Sunday resort on the banks of the Marne.
2. ‘feature by Jean Boyer': Les Vignes du Seigneur (1958).

56: Take Your Own Tours
Cabhiers du Cinéma 92, February 1959.

Despite his rhapsodies over the town of Tours in this article, Godard never did get around
to filming the delights of the provinces. He ventured to Geneva for Le Petit Soldat, Marrakech
for Le Grand Escroc, Rome and Capri tor Le Mépris, and paradise for Pierrot le Fou; otherwise
he remained the compleat Parisian film-maker until Week-end — by which time his vision of
France, and everything else, had undergone a sea-change anyway. The only sign remaining of
this early enthusiasm is a note in the first scenario for Une Femme est une Femme suggesting
that the film might be set ‘either [in] a provincial city like Tours, or a Paris quartier . . .’. Paris,
of course, won.

The original title of this article (‘Chacun son Tours’) is another of Godard’s beloved puns,
playing on the fact that ‘tour’ means ‘turn’. Thus, ‘chacun son tours’ means ‘turn and turn about’
(or ‘to each his own Tours/turn’). A further twist is added in the first line, since ‘tour’ also means
‘trick’.

The first subtitle (‘A Nous Deux, Tours’) is an adaptation of the last line of Balzac’s Le
Peére Goriot, where the student Rastignac, having at last got his foot firmly wedged in the door-
way of high society, cries ‘A nous deux, Paris!” The line following this title is an adaptation of
the beginning of the commentary to Chris Marker’s Lettre de Sibérie (‘1 write to you from a far
country’).

1. ‘rue Washington snack-bars’: At this time Godard, a frequent visitor to Jean-Pierre
Melville’s cutting- and projection-rooms in the rue Washington, was often to be seen in the
snack-bar next door.

2. ‘Claude Mauriac’: Film critic of Le Figaro Littéraire.

3. ‘Treichville’: i.e. Moi, un Noir.

4. ‘Juvenile Passion’: A Japanese film, Kuruttu Kajitsu (1957), directed by Yasushi Nakahira.
5. ‘prizes for quality’: See section 46, note 1.

6. ‘France Roche’: French journalist, actress and novelist.

7. ‘La Pointe courte’: Agnés Varda’s first feature, independently made in 1954-55 before the
Nouvelle Vague explosion, and already revealing the rather tiresome intellectualism for which
Godard was later to criticize Le Bonheur.

8. ‘cobbler make a shoe’: In Jacques Demy’s first short, Le Sabotier du V'al de Loire, 1956.

9. ‘Two Pennyworth of Hope’: Renato Castellani’s Due Soldi di Speranza, a frenzied comedy
about a penniless young couple who marry in the mistaken belief that money does not make for
happiness.

10. ‘Rohmer’: Eric Rohmer wrote the note about Le Bel Indifférent accompanying the photo-
graph Godard refers to.

11. ‘Nicole Stéphane’: Nicole Stéphane played the role of Elizabeth in Les Enfants terribles.
12. ‘those bodies of twenty-year olds’: See section 2, note 2.

13. ‘Aragon’s quatrain’: See section 5, note.

57: Supermann: Man of the West

Cabhiers du Cinéma 92, February 1959.
1. ‘the tubercular book-lover’: The actor in question is Royal Dano.
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58: Les Quatre Cents Coups
Cabhiers du Cinéma 92, February 1959.

1. ‘Bernanos’s humiliated children’: There are several ‘humiliated children’ in Bernanos’s
novels, e.g. the mutinous schoolgirl suicide of Nouvelle Histoire de Mouchette (filmed by
Bresson as Mouchette) but one of them is titled Les Enfants humiliés. ‘Vitrac’s children in power’
refers to Roger Vitrac’s Surrealist play, Victor ou les enfants au pouvoir, in which the nine-
year-old hero, seven feet tall and endowed with adult intelligence, and his six-year-old girl-
friend, are the only sane beings in an insane adult world. Jean-Pierre Melville filmed Cocteau’s
Les Enfants terribles in 1949. Children, of course, loom large in both of Jean Vigo’s feature films:
the rebel schoolboys in Zéro de Conduite, and the cabin-boy in L'Atalante. ‘Rossellini’s children’
probably refers in particular to Germany Year Zero (see section 2, note 8).

59: Le Vent se Leve
Arts 708, 4 February 1959.

1. ‘Loubignac’: Jean Loubignac; like Yves Ciampi, and like the Emile Couzinet cited below,
a director of routine commercial vehicles.

2. ‘pass on, pass on, since all must pass’: ‘Passons, passons, puisque tout passe’: from Apol-
linaire’s poem Cors de Chasse.

3. ‘The Wind is rising, . . . one must try to live’: ‘Le Vent se léve! Il faut tenter de vivre.’
This is the first line of the last stanza of Valéry’s poem Le Cimetiére Marin.

4. ‘big patronizing films and his Japaneseries’: A reference to two earlier Ciampi films: Un
Grand Patron and Typhon sur Nagasaki.

5. ‘M. Teste’: Valéry’s famous creation in La Soirée avec Monsieur Teste: a character who
embodies intellect to the exclusion of all other qualities.

60: Faibles Femmes
Arts 710, 18 February 1959.

Michel Boisrond made his début as a director in 1955 with a Brigitte Bardot vehicle, Certe
Sacrée Gamine, and for a time seemed to specialize in films with aspiring starlets — Myléne
Demongeot, Pascale Petit, Dany Robin, and Bardot twice again. Since then he has tried his
hand at several genres - thriller in Un Soir surlaplage (1961), romance with pop stars in Cherchez
I’Idole (1963), and French James Bond in Atout Coeur a Tokyo pour OSS 117 (1966) — without
revealing noticeable signs of personality.

1. ‘weak women’: i.e. Faibles femmes, released in Britain as Women Are Weak.

2. ‘Roussin’: André Roussin, a highly successful dramatist, specialist in light comedy and farce,
best known in English for The Little Hut. Boisrond and Annette Wademant filmed his Lorsque
lenfant parait in 1956. Roussin means ‘cart-horse’.

61: Le Bel Age
Arts 711, 25 February 1959.

Like Eric Rohmer, Pierre Kast was some ten years older than the rest of the Cahiers du
Cinéma group of directors, and had been making short films since 1949 when he directed his
first feature, Un Amour de poche (1957). Witty and urbane in the best French eighteenth-century
tradition of conversational gamesmanship, his films (e.g. Le Bel Age, 1959, La Morte-saison
des amours, 1961, Le Grain de sable, 1964) have never received the attention they deserve:
because they are roo French, one would have said, except that Rohmer has just had a very
considerable success with two films very much in the same style, La Collectionneuse and Ma
Nuit chez Maud. Recently Kast has been working in television.

|. *France Roche’: France Roche also wrote a number of short films for Kast: La Chasse a
l’homme, 1953 ; A nous deux, Paris, 1953; Monsieur Robida, explorateur du temps. 1954 ; Claude-
Nicolas Ledoux, architecte maudit, 1954 (Ledoux was the architect of La Saline des Chaux, the
unfinished ‘ideal town’ whose ruins are the strange and beautiful setting for La Morte-saison
des amours); Le Corbusier, architecte du bonheur, 1956.

264



Commentary

2. ‘Claude Bernard-Aubert’: Born in 1930, Claude Bernard-Aubert made his début in 1957
with the courageous Patrouille de choc, a film not only about the war in Vietnam, but incorporat-
ing newsreel footage of the war. It ran into considerable censorship trouble, as did his next
film, Les Tripes au soleil (1958), a passionate but overblown plea against racial intolerance set
in an imaginary South American country. His subsequent films have sunk into commercial
routine.

3. ‘Vian, Doniol-Valcroze, Pagliero, Esposito’: Boris Vian, novelist and playwright, one of the
best exponents of the Theatre of the Absurd, who died in 1959 at the age of thirty-nine; Jacques
Doniol-Valcroze, co-editor of Cahiers du Cinéma, then actor and director; Marcello Pagliero,
actor (Rome, Open City) and director (Un homme marche dans la ville); Gianni Esposito, actor
(French-Cancan, Paris Nous Appartient).

4. ‘The Cartel': The Cartel was an association formed in 1927 by four leading theatre directors
in Paris: Gaston Baty, Charles Dullin, Louis Jouvet and Georges Pitoéff. It was a purely
business arrangement, designed to leave complete artistic freedom to each company while
offering financial advantages in that all four companies would advertise together, pool properties,
exchange actors, and support each other in any disputes.

S. ‘Giraudoux and his gardener’: Giraudoux took several liberties with classical mythology
in his play Electre, among them the character of a gardener (a part created by Louis Jouvet) —
part poet, part philosopher - whom Aegisthus plans to marry to Electra in order to keep her
out of the way.

62: Le Petit Prof’
Arts 711, 25 February 1959.

A scriptwriter since the mid-thirties, Carlo Rim became a director with the Fernandel comedy,
L’ Armoire Volante, in 1948. Godard said all there is to be said about his work in the original
heading to this review, making a neat pun on the director's name: Le Petit Prof ne rime a rien
(‘Le Petit Prof” is without rhyme or reason’).

1. ‘the tribulations of a Frenchman in France': Godard is referring to Jules Verne’s novel
Les Tribulations d’'un Chinois en Chine. The film is about a Candide-like young man (played
by Darry Cowl) who faces all crises with unshakeable equanimity, and after many trials and
tribulations, still faces the future with equanimity.

2. ‘fall asleep on your feet’: A better joke in the original: ‘dormir debout’, literally ‘to sleep
standing up’, means ‘to bore one stiff’ in certain contexts.

63: Asphalte
Arts 711, 25 February 1959.

A dull, plodding director, Hervé Bromberger made his first feature in 1948 and has since made
a series of dull, plodding films, few of which have been seen in England or America. Among the
titles are Identité Judiciaire (1950), Les Fruits Sauvages (1953), Les Loups dans la Bergerie
(1959) and Mort, ou est ta victoire? (1963).

64: Les Rendez-vous du Diable
Cabhiers du Cinéma 93, March 1959.

Haroun Tazieff, the Polish geologist and explorer who has made volcanoes his speciality
in the cinema, made several short films from material collected on various expeditions between
1952 and 1957. Les Rendez-vous du diable was his first feature-length film; in 1966, he made
Le Volcan interdit.

1. ‘Rappel a I'ordre’: Cocteau’s first volume of ‘poésie critique’, published in 1926.

2. ‘Monsieur Jourdain’: The hero of Moliére’s comedy Le Bourgeois Gentilhomme, who dis-
covered to his amazement that he had been ‘talking prose for the last forty years’ without
knowing it.

3. ‘Villacoublay': Now a military aerodrome, to the south-west of Paris.

4. ‘Phileas Fogg’: The hero of Jules Verne’s Around the World in 80 Days.

S. ‘Le Petit Larousse’: An illustrated dictionary-cum-encyclopaedia.
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6. ‘Une Saison en enfer’: Rimbaud’s greatest poem, written at the age of nineteen and possibly
his farewell to literature (the dating of his work is uncertain).

7. ‘how far they have the right to go too far’: See section 48, note 3.

8. ‘Drieu la Rochelle’: Pierre-Eugéne Drieu la Rochelle (1893--1945), a brilliant novelist and
essayist. Noted for his Fascist political views, he edited the Nouvelle Revue Frangaise under the
German Occupation, and committed suicide after the Liberation of Paris in 1945.

9. ‘Abel’: Niels Henrik Abel (1802-29), a Norwegian mathematician, noted chiefly for his
development of the theory of elliptical functions and algebraic equations; he proved that an
algebraic solution of the quintic was impossible.

10. ‘Cauchy’: Baron Augustin Louis Cauchy (1789-1857), a French mathematician, renowned
chiefly for his work on wave-propagation.

11. ‘Yves Ciampi in the rising wind': Yves Ciampi’s film, Le Vent se léve, is about a ship’s
captain (played by Curt Jurgens) who commits fraud for the sake of his demanding mistress,
but subsequently makes noble amends. See section 59.

12. ‘Félix Mesguisch’: Félix Mesguisch, who worked with the Lumiére Brothers, was in effect
the cinema’s first cameraman, along with Promio.

13. *Lost Continents’: see section 72, note 6.

65: La Loi
Cabhiers du Cinéma 93, March 1959.

At the time of the Congressional hearings during the McCarthy witch-hunting era, Dassin
was sent to London to make Night and the City (1950) after defending a studio’s right to pur-
chase a novel by Albert Maltz (one of the Hollywood Ten) for him to film. After this Dassin
did not work for five years, because, he claims, he was blacklisted. He has since worked mainly
in France and Greece, sometimes with considerable commercial success (Rififi and Never on
Sunday), but driving his critical reputation down almost to zero with the solemn message-
touting of He Who Must Die or the foolish pretensions of such films as Phaedra and 10.30 p.m.
Summer (both starring his over-enthusiastic actress wife, Melina Mercouri). Up Tight, a re-
working of Liam O’Flaherty’s The Informer in terms of Black Power, with which he celebrated
his return to American film-making in 1968, was equally overblown in both conception and
execution.

Although Dassin’s well-meaning social conscience wears its heart on its sleeve throughout
his work, and the later extravagance and artistic yearnings can be seen straining at the leash
in his early films (notably Two Smart People and Night and the City), a good case can be made
that the Hollywood ‘system’ against which Dassin chafed was beneficial to his work rather
than limiting. Certainly both Brute Force and The Naked City gained enormously from the
‘realistic’ conventions current in Hollywood at the time; while his best film, Thieves Highway,
keeps its social theme, extravagant love-affair and touch of destiny beautifully controlled within
the clearly defined limits of a Hollywood thriller.

1. “... London’: i.e. Thieves Highway, The Naked City and Night and the City, respectively.
2. ‘Touchez pas au Grisbi’: Becker’s film about robbery and underworld warfare in Paris, which
preceded Dassin’s Rififi by a year.

3. ‘Bob le flambeur’: Directed by Jean-Pierre Melville, 195S. Melville, who had been making
New Wave films since 1947 — independent, low-budget features made exactly as he wanted
and often innovatory in technique — is usually acknowledged as the spiritual father of the
Nouvelle Vague, and his highly personal, poetic view of the Parisian underworld in Bob le
flambeur undoubtedly influenced Godard when he came to make 4 Bout de Souffle. As a matter
of fact, Godard makes two graceful acknowledgements of his debt in the film. It is Melville who
plays the role of the celebrated novelist, Parvulesco, who is interviewed at the airport by Jean
Seberg; and when Michel Poiccard fails to collect the cash he needs at the travel agency, he
suggests borrowing it from Bob Montagné (the hero of Bob /e flambeur), only to be told that
Bob is in jail.

4. ‘Montand’: There is a mild play on words here in Godard’s original: ‘Montand, de mon
temps, était mieux.’
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66: La Ligne de Mire
Cahiers du Cinéma 93, March 1959.

1. ‘Pourvu qu’on ait I’ Ivresse’: See section 55.

2. ‘his friend Pierrot’: Queneau’s novel Pierrot Mon Ami (1942).

3. ‘apropos of Nice’: Vigo’s first film A Propos de Nice (1929), a documentary satire.

4. ‘Diderot’s theory’: Although Diderot is remembered for his novels and philosophical
essays rather than his plays, his theoretical writing on the theatre is of considerable importance
for its influence on Lessing and, through him, on nineteenth-century drama as a whole: in
particular, Paradoxe sur le comédien and Essai sur la poésie dramatique. As an exponent of
bourgeois drama - didactic in intent and comprising a mixture of sentiment and virtue designed
to appeal to middle-class audiences — Diderot’s main concern was to bring the actor down
from the regal pinnacle he occupied in classical drama to more familiar bourgeois reaches.
But his insistence on ensemble playing, on a greater collaboration and understanding between
actor and playwright, and (anticipating Brecht's theories) on a distantiation between the actor
and the character he is portraying, remains unexceptionable today.

67: Les Cousins
Arts 713, 11 March 1959.

1. ‘good-time girls’: i.e. Les Bonnes Femmes, Chabrol’s next film but one.

2. ‘Bernard Evein’: A New Wave art director who has collaborated regularly with Chabrol,
Jacques Demy and Louis Malle, and also worked on such films as Les Quatre cents coups, Une
Femme est une Femme and Cléo de 5 a 7.

3. ‘double key’: i.e. A Double Tour, Chabrol’s next film.

68: Moi, un Noir

Arts 713, 11 March 1959.

1. ‘Raoul Lévy’: A French producer who earned a considerable reputation with films like
Et Dieu . . . créa la femme and Moderato Cantabile, but whose ambition to rival Hollywood
in extravagance eventually led him into severe financial difficulties — notably with La Fabuleuse
Aventure de Marco Polo (1964), a film which was abandoned, started again with new cast
and director, and turned out as a pathetically inadequate travesty of a Hollywood blockbuster.
Shortly before his death in December 1966, he appeared as an actor in Godard’s Deux ou
trois choses que je sais d'elle, where he plays John Bogus, the rich American recently returned
from Vietnam.

2. ‘Céline . . . Audiberti’: Both the novelist Louis-Ferdinand Céline and the playwright Jacques
Audiberti were noted for their linguistic fantasy.

3. ‘Les Statues meurent aussi’: A short film by Alain Resnais whose theme was that Western
civilization is responsible for the decline of Negro art. It was seen at the Cannes Festival in
1953, but was subsequently banned by the French censor.

69: La Téte contre les Murs

Arts 715, 25 March 1959.

See also section 80.

1. ‘La Premiére nuit’: Godard quoted the title of this short film incorrectly as La Derniére nuit
2. *Iis another’: Rimbaud’s ‘Je est un autre’ (letter to Paul Demeny of 15 May 1871).

3. ‘the bizarre’: This is the impossible word insolite, so beloved of French critics; meaning
‘strange’ or ‘unusual’, it is used to describe anything strange or fantastic, from Alice’s adventures:
in Wonderland to the loves of King Kong by way of the bloodlust of the Vampire of Diisseldorf

70: Les Motards
Arts 715, 25 March 1959.

Roger Pierre and Jean-Marc Thibault co-directed and scripted La Vie est belle in 1956. It
the following year, Thibault directed Vive les Vacances from a script by Pierre. The pair appearec
as actors in both films.
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