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Chronicle of a Film
Edgar Morin

tn December 1959. Jean Rouch and 1 were jurors
together at the first international festival of ethno-
graphic film in Florence. Upon my return, | wrote an
article which appeared in January 1960, in France
Observateur. entitted "For a New Cinéma-Véritg." |
quote it here because it so Clearly conveys the inten-
tions which pushed me to propose ta Rouch that he
make a fifm, not in Africa this time, but in France,
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For a New Cinéma-Vépité

At this first ethnographic and sociological festival of
Florence. the Festival di Popoli, | got the impression
that a new cinéma-verité was possible. | am referring
10 the so-called documentary film ang not to fictional
film. Of course it is through fictional films that the cin-
ema has attarned and continues to attain its most pro-
found truths: truths about the refations between
lovers, parents, friends: truths about feelings and pas-
sions. truths about the emotional needs of the viewer,
But there is one truth which cannot be captured by
fictionat films and that is the authenticity of life as it is
lived,

Soviet cinema of the grande epoque and then filmg
such as Le Voleur de bicyclette and [ a Terre tremble
tried their utmost to make certain individuals act out
their own lives But they were still missing that partic-
ular irreducible quality which appears in “real iife."!
Taking into account all the ambivalences of the real
and of the imaginary, there is in every scene taken
from fife the introduction of a radically new element in
the refationship between viewer and image.

Newscasts present us with life in its Sunday best—
official, ritualized—men of state shaking hands, dis-
cussions. Once in a while fate. chance. will place in
our field of vision a shriveled or a beaming face, an
accident, a fragment of truth. This scene taken fram
life is most often a scene taken from death. As a gen-
eral rute the camera is too heavy. it is not mobile
gnough. the sound equipment can't follow the action,
and what is live escapes or closes up. Cinermna needs
a set, a staged ceremony, a hait to life. And then
Bveryone masquerades-—equipped with a Supple-
mentary mask on the camera.

Cinema cannot penetrate the depth of daily life as it
is really lived. There remains the resource of the
“camera-thiet," like that of Dziga Vertov, camouflaged
N & car and stealing snatches of life from the streets.?
or ke the film Nice Time, stealing kisses. smiles, peo-
ple waiting outside Picadilly Circus. But they can't be
seized or caught like scattered snapshots. There ra-
mains the resource of camouflaging the camera be-
hind plate glass, as in the Czechosiovakian
documentary Les Enfanis nous parlent, but indiscre-
tion seems to halt the filmmaker fust as he becomes
aspy.
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Cinéma-verité was thus at an impasse if it want,
10 capture the truth of human relations in reai life.
What it could seize were the work and actions in ¢
field or the factory; there was the world of machin-
and technology, there were the great masses of h
manity in motion. !t is, in fact. this direction that w,
chosen by Joris lvens, for example. or the Englist
documentary schoo! of Grierson, _

There were some successtyl breakthroughs intc
peasant world. as in Henrl Storek's La Symphonie
paysanne and Georges Rouquier's Le Farrebique
The filmmaker entered a community and succeed:
in revealing something of its life to ug. There were
some equally extraordinary breakthroughs into the
world of the sacred and of ceremonies, for examp
Rouquier's Lourdes and Jean Rouch's Les Maftres
fous. But documentary cinema as a whole remaine
outside human beings, giving up the battle with fic
tionat film over this terrain.

s there anything new foday? We got the impres:
at Florence that there was a new movement to reir
rogate man by means of ¢cinema. as in The Lambe
Boys. a documenitary on a youth club in London
(awarded a prize at Tours); or On the Bowery, a du
umentary on the drurkards in a section of New Yo
or The Hunters. a documentary on the Bushmen: &
of course, the alreaoy well-known films of Jean
Rouch.

The great merit of Jean Rouch is that he has de-
fined a new type of filmmaker. the “fiilmmaker-dive:
who “plunges” into real-life situations Ridding hir
seif of the customary technical encumbrances anc
equipped only with a 16mm camera and & tape re-
corder slung across his shouiders. Rouch can ther
Infiitrate a community as a person and nat as the ¢
rector of a film crew. He accepts the clumsiness. it
absence of dimensional sound the imperfection of
the visual image. in accepting the loss of formal ae
thetic. he discovers virgin territory, a life which
possesses aesthetic secrets within itself. His ethne
rapher's conscience prevents him from betraying 1
truth, from embellishing upon it.

NOTE: Unless gtherwise indicated, all fotnotes in this artisle we:-
written by Jean Rouch,

1. The French 1s “pris sur lg wif - —EC

2. i tact it sgems to me that he “camera-eye’ experments Ly

Dziga Vertoy and his friends AN Lp agamnst equipment which w
100 heavy ang difficult ta handle, The camera in the sireet was -
ible to those it filmed. ang this seemed 1o the authors to nvands
its results. Sirce then both technicai manageability and people’s
reactivity to the camerg have evolved consideratily. We must als
mention Jean Vigo, whose A RrOpos de Mice is quite a fascinati
endeavor.



“Chronicle of a Summer"!

What Rouch did in Africa has now begun in our
own Wastem civilization. On the Bowery penatrates
the real society of drunkards. who are really drunk,
and the live location sound recording puts us right in
the middle of a live take on what is really happening.
Qf course it is relatively easy to fitm drunken men who
are not bothered by the presence of a camera among
them. Of course we stay on the margin of real every-
day life. But The Lambeth Boys tries to show us what
young peopte really are like at play. This could have
been achieved only through participant observation.
the integration of the filmmaker into the youth clubs,
and at the price of a thousand impertections, or
rather of the abandonment of ordinary framing rules,
But this type of reporting opens up a prodigiously dit-
ficult new route to us. We have the feeling that the
documentary wants to leave the world of production
in order (o show us the world of consumplion, to
leave the world of the bizarre or the picturesque in or-
der to research the world of intimacy in human rela-
tions, or the essence of our lives.

The new cinéma-vérité in search of itself possesses
from now on its “camera-pen.” which allows an author
to draft his film alone (16mm camera and portable
tape recorder in hand). It had its pioneers. those who
wanied (o penetrate beyond appearances. beyond
defenses, to enter the unknown world of daily He,

Its true father 1s doubtless much mare Robert
Fiaherty than Dziga Vertov. Nanook revealed in a
certain way. the very bedrock of all civilization: the te-
nacious battle of man against nature, draining, tragic.
but finally victorious. We rediscovered this Flahertian
sgirit in The Hunters, where pre—iron Age Bushmen
chase game which escapes them *

We chose this film for an award nat only for its fun-
damental human truth, but also because this truth
suddenly revealea to us our incanceivable yet certain
kinship with that tough and tenacious humanity, while
all other fiims have shown us its exotic foreignness.
The honesty of this ethnographic film makes it a hymn
to the human race. Can we now hope for equally hu-
man films about workers, the petty bourgeois, the

petty bureaucrats, about the men and women of our
enarmaous cities? Must these people remain more for-
8ign to us than Nanook the Eskimg. the fisherman ot
Aran, or the Bushman hunter? Can't cinema be one of
the means of breaking that membrane which isolates
each of us from others in the metro, on the street, or
on the stairway of the apartment building? The quest
for a new cinéma-vérité is at the same time a quest
for a "cinema of brotherhood s

P.5. Make no mistake. It is not merely a guestion of
giving the camera that lightness of the pen which
would aliow the filmmaker to mingle in the lives of
peopie. It 1s at the same time a question of making an
effort to see that the subjects of the film wil! recognize
themseives in their own roles. We know that there is a
profound kinship between social life and the theater,
because our social personalities are made up of roles
which we have incorporated within curselves. It is
thus possible, as in a sociodrama, to permit each
person to play out his life before the camera.’ And as
in a sociodrama. this game has the value of psy-
choanalytic truth, that is to say, precisely that which is
hidden or repressed comes to the surface in thase
roles. the very sap of life which we seek everywhere
and which 15, nonetheless, within us. More than in so-
cial drama, this psychoanalytic truth is played for the
audience, who emerges from its cinematographic cat-
alepsy and awakens to @ human message. It is then
that we can feel for a moment that truth is that which
s hidden within us, beneath gur petrified relation-
ships. it 15 then that modem cinema can realize, and
it can only realize it through cinéma-vérite, that lucid
consciousness of brothernood where the viewer finds
himself to be tess alien to his fellow man. less icy and
inhuman, less encrusted in a false life.
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In Florence | proposed to Rouch that he do a im
an love, which would be an antidote to {La Francaise
et 'amour, in preparation at that time. When we met
again in February in Paris, | abandoned this project,
as it seemed too difficult, and | suggested this simple

3. This image of the fimmaker-dver always pieased (and flattered)
. the filmmaker with his equipment does indeed look like a
ceep-sea diver or like an interstedar voyager but one who navi-
gates in a "nonsilent’” world.

4 The Hunters, procuced By the 1eam of the Film Center of the
Feanody Museurn [Harvard University), ¢comprised of John
Marshall. Professor Brew. and Rober| Gardner

5. The Franch is “cinéra de fraternite © -Eo.

€. This notion of the ptay of truth and life befare the camera,
pointed out by Edgar in 1959-60, 15 a capital one Starting. no
doubt, at the moment when Edgar sensed it in the drafts presentad
in Flarence, it has been possitle to pursue this play. no longer with
only men who dre ahen to our culture (thus exatic to the spectatur),
Bt with men of our culture {thus brothers o the spectator). From
this contact in Florence came the experience of Chronigue d'un
gle,



[ studies in Visual Communication

theme: "How do you live?", a question which should
encompass not only the way of life (housing, wark)
but also "How do you manage in life?”, “What do you
do with your life?"

Rouch accepted. But we had to find a producer. |
laid out the idea in two minutes to Anatole Dauman
(Argos Films), whom | had recently met. Dauman, se-
duced by the combination of Rouch and “How do you
live?", repiied laconically, "Il buy it.”

| then wrote the following synopsis for the filming
authorization, which we had to request of the CN.C.
{Centre National de la Cinématographie).
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This film is research. The context of this research is
Paris. 1t is not a fictional film. This research concerns
real life. This is not a documentary film. This research
does not aim to describe: it is an experiment lived by
its authors and its actors, This is not, strictly speak-
Ing, a sociological film, Saciological film researches
society. it is an ethnological film in the strong sense
of the term: it studies mankind.

It is an expeariment in cinematographic interroga-
ton. "How do you live?" That is 10 say. not only the
way of lite (housing, work, leisure) but the style of life,
the attitude people have toward themselves and to-
ward others, their means of conceiving their most pro-
found problems and the solutions (o those problems.
This question ranges from the most basic, everyday,
practical problems to an Investigation of man himself,
without wanting, a priori, to favor one or the other of
these problems Severai lineg of questioning stangd
out: the search for happiness: is one happy or un-
happy: the gquestion of well-being and the question of
love; equilibrium or lack thereof: stability or instability:
revolt or acceptance.

This investigation 1s carried qut with men and
women, of various ages, of various backgrounds {of-
fice workers, laborers, merchants, inteliectuals, .
worldly people, etc.) and will concentrate on a certain
number ot individuals (six to ten) who are quite differ-
ent from each other, although none of these individ-
uais could rightly be considered a general “social
type.” o

Considering this approach, we could call this film
"two authors in search of six characters " This N
Pirandellian movement of research will be sensitive
and will serve as the dynamic springboard for the
film. The authors themselves mingle with the charac-
ters; there is not a moat on either side of the camera
but free circulation and exchanges. The characters
assist in the search, then dissociate themselves, then
return ta it, and so on. Certain centers of interest are
localized (a certain café or group of friends) or are
polarized (the problems of couples or of
breadwinning).
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Edgar Morin and Jean Rouch: "two authors in search of <
characters”

Our images will no doubt unveil gestures and att
tudes in work, in the sireet. in daily life, but we will
to create a climate of conversation, of spontanegus
discussions, which wili be familiar and free and in
which the profound nature of our characters ang th
problems will emerge. Qur film will not be a matter
scenes acted out or of interviews but of a sort of ps
chodrama carried out collectivety aMmong authors ar
characters. This is one of the richest and least ax-
ploited universes ot cinematographic expression,

At the end of our research we will gather our cha
acters together; most of them will not yet have met
each other; some will have become acquainted par.
tially or by chance. We will show them what has bee
filmed so far {at a stage in the editing which has nof
yet been determined) ang in doing so attempt the y
mate psychodrama. the ultimate explication, Did eac
of them learn something about him'hersslf?
Something about the athers? Wil we be closer to
each other or will there just be embarrassment. Irony
skepticism? Were we able to taik about ourselves?
Can we talk to others? Did our faces remain masks?
However, whether we reach success or fatlure in
communicatons during this final confrontation. the
success is enough. and the faiture is itselt a provi-
sional response. as it shows how difficult it 15 10 com
municate and in a way enlightens us about the truth



“Chronicle of a Summer’’

we are seeking. In either case, the ambition of this
film is that the question which came from the two au-
‘hor-researchers and was incarnated by means of the
real indiviguals throughout the film will project itse!f on
the theater screen, and that each viewer will ask him-
selt the guestion “How do you five?", "What do you
40 in your lifa?" There will be no “THE END” but an
open “to be continued” for each one.
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In the course of subsequent discussions, Dauman,
Rouch, and | reach an agreement to orocaeed with
some "trial rurs.” | propose some dinners in a private
home (this will be in Marceling's apartment), The
starting principle will be commensaiity. thal is, that in
the course of excellent meals washed down with
good wines’ we will entertain a certain number of
pecple from different backgrounds, solicited for the
film. The meai brings them tagether with the film tech-
nicians (cameraman, sound recordist, grips) and
should create an atmosphere of camaraderie. At a
ceriain given moment, we will start filming. The prob-
lem is to lift people’s inhibitions, the timidity provoked
by the film studio and cold interviews, and to avoid as
Much as possible the sort of “game™ where each per-
son. even if he doesn't play a role determined by
someone else, still composes a character for himself,
This method aims to make each person's reality
emerge. In fact, the "commensality,” bringing to-
gether individuals who like and feel camaraderie with
each other, in a satting wkich is not the film studio
But a room in an apartment, creates a favorable cli-
mate for communication,

Once filming begins, the actors at the table, iso-
lated by the lighting but surrounded by friendly wit-
nesses. feel as though they are in a sort of intimacy.
When they allow themselves ta be caught up in the
questions. they descend progressively and naturally
nta themselves. It is pretty difficult to analyze what
goes on. Itis, in a way. the possibility of a canfes-
sicnal but without a confessor, the possibility of a
confession to all and to no one, the possibilty of
being a bit of one's self,

/ALthe begnming. ths fine meal idea was deslined more than
anything 1o sabisfy the demanic gourmandise of Marin, thus to get
tim o the moed for conversation. In facr t allowed a tecling of lrust
‘0 cevelop amang the actors and the crew, wAaich was ndispensa-
E e for suporessing inhibitions before the camera {always present
and ready to recard at any moment).

8. This is one of the major obstacies in this cinema nased on com-
plete mprovisation. When we co rat {ilm a scene as a resu't of
£ar3 gssness. of when the filming tails for rechnica- reasons, the
New lakes are never as good as the original We eiminated all of
them . the firal ediing. {1n {.a Pyrarmide hurnaine | also suffersd
terfibly f-om this difficulty. certain remade sceres hac to be kep:.
these are the warst in the film,)

This experience also takes on meaning for the per-
son being questioned because 1t is destined for the
cinema, that is to say, for isolated indiviguals in a
dark theater, invisible and anonymous, but present,
The prospect of being televised, on the other hand,
would not provoke such internal liberation. because
then it is no longer a matter of addressing everyone
and no one, but of addressing people who are eating,
talking.

Of course, no question is prepared in advance.
And everything must be improvised. | propose to ap-
proach, through a certain number of characters, the
problem of work (the laborers), of housing and vaca-
tions (the Gabilions), of the difficulty of living

. (Marceling, Marilou). Rouch chocses the technicians:

the cameraman Marillére. who works with him af the
Musée de i'Homme, the sound recardist Rophé, the
electrician Moineau. We start at the end of May, as
soon as Rouch finishes La Pyramide humaine.

The first meal concerns Marceline, who aiso plays
the role of all-purpose assistant during this prelimi-
nary phase, In spite of the dinner, all three of us are
very tense and intimidated. It is the begirning of this
meal which appears in the first sequence of the film
(the essential part of the rest of that conversation is
also repraduced in this volume), At the screening of
the rushes, we are disappointed. Marceline has nar-
raled episodes of her life, but she has rot revealeg
herself. My first questions were brutal and clumsy;
Mareeline closed up, and | went back in my shell. It's
Rouch who revived the dialogue.

At the second meal we have Jacques Mothet
Jacques is a P2 at Renault and belongs to a group
called "Socialism or Barbarity.” | think he is the only
one since Navel to describe in an illuminating way
what goes on in a factory. | do not share the views of
“Socialism or Barbarity,” and Mothet considers me
with @ certain distrust. it was upon my insistence that
ne agreed to participate in this trial. In the course of
the meal a lfively discussion pits him against Moineau,
our electrician, who scorns factory workers, having
emancipated himself to find an independent profes-
sion. We get so caught up in the discussion that it
does not oceur 10 us to film; we realize too late that
we have let something essential escape. We ask
Jacqgues and Moineau to take up the debate again.
We film, but there is no longer the same spontaneity ®
[A short fragment of this sceng was integrated in the
film. Moineau is cut out: Jacques taiks about workers
who unsuccessfully try to leave the factory. This frag-
ment is edited together with a later discussion which
brings together Jacques, Angélo, and Jean. ]

The third trial run is with Marilou. Maritou has been
adrift for several months, and during this time | have
not had a conversation with her. To my mind, Marilou
confirms the idea that the best are thase who live with
the most difficulty. It suffices here to say that for me



the question “How do you live?” necessarily and fun-
damentally implicated Marilou. The naive viewer will
Le surprised if | say that ordinarily and gspeciaily in
public. Marilou is shy. What happened that evening
was an unforeseen and distressing plunge, of which
the camera evidently only recorded that which
emerged in the language and on the face of Mariloy °
{in the fiimscript that follows we have almost fully re-
stored my dialogue with Marilou that was cut from the
film}

For the fourth tnal we invite Jacques Gabilion and
his wife, Simone. t knew Gabillon during the time
when | was the editar of the Patriot Resistant, the jour-
nal of the FN.D1.R.P. (Federation of Resistant and
FPatriotic Deportees and Internees). From Bordeaux he
came o Paris, where he had great difficulty finding
work and housing. Since then he nas been an em-
ployee of the S.IN.C.E. {the national railroad) for sey-
sral years. | have the impragsion that Simone and
Jacques invest a large portion of their aspirations on
vacations, which are made easier for them by the
availability of free railroad tickets. In fact they are
leaving this very evening to spend the Pentecost holi-
days in Brittany, and we are noping to hold them here
nght up to the last minute, so that the camera could
record live their fear of missing the train. Through
them we plan to raise the issue of medern-day vaca-
tions. But | start by talking to them about the guestion
of housing and the canversation takes an unexpected
wrn (bedbugs). At this point there /s a camera failure
and they leave withou! attacking the question of vaca-
tions, [A section of this scene was put in the film at
the beginning of a second Gakillon Interview, which
we filmed later, at the end of June or early July |

We want a student, Marceline insists that we take
Jean-Pierre. | hesitate because he is 100 close e
Marceline. Rouch says Jean-Pierre is okay. | give in
10 their opinion (I won't regret ). At the same time it
#lll eventually be a matter of a new lrial run with
Marceling. wno had overcomposed her character in
ner firs: trial. We do not forewarn Marceline that she
will be included in the course of this dinner. We only

tell her to remain seated next to Jean-Pierrs. We find
that it is difficult lo begin a conversation with him. | try
to ask him what his reactions are to people of my
age. After a few abstract exchanges, Jean-Pierre
talks about his feeling of impotence and evokes the
woman that he had been unable to make happy.
Then | address myself to Marcaline, who is vary
moved. [The last part of this interaction is aimost to-
tally preserved in the film.j

Finally we film an encounter betwsen Marceine and
Marilou in the presence of Jean-Pierre. Marceline and
Marilou had met a month or two earlier and liked
each other. Then there was a cocling of this friend-
ship, which | attributed to the first tria| runs. (We had

Jbeen moved by Mariiou's trial run, disappointed with

Margeline's.) | thought it healthy to oper up an expli-
cation in front of the camera, during a dinner, of
course, in hopes of proveking a revival of the lost
friendship by means of a frank explication. In fact. |
provaked an even mare markea confrontation, in
which each one in tum relreated inte her solitude.
Nothing from this discussion. perhaps the first real ar-
gument which has been recorded on film, was in-
cluded in the final film, @

The “trial runs™ are finished. We dont krnow yet that
what will end up being the essence of our film has ai-
ready been shot. The producers have decided to
continue but on ihe candition that Rouch agree to
take on a cameraman of greal tafert (Sacha Vierny)
and a master eaitor (Colpi). | myself would agree, as |
accord small importanca to such matters, but Rouch,
who can only work with technicians that he gets along
with well, wants ta choose his own After exhausting
discussiors, Roucn accepts Viguer (cameraman tor
Lourdes by Rouquier) and Tarbés

Al the same time Rouch is negotiating with Pierre
Braunberger, producer of his preceding films, who
does not want Rouch to undertake anything before re-
working the editing of La Pyramide humaine.

Besices this. Rouch and | are beginning to have
our ditferences. For him. the words spoken in the
course of the trial runs shoula itlustrate the images.

5 | was behind the camera during this scene. We were then Lsing
an Arriflex camera with an enormows soundproo! case (“blimp™).
Morllére was at my side. hioding focus Wher Marilou spoke of su-
Zie2. the silenca which foliowed was so necessary that no one
spoke. Mcerilére and | excnarged a giance which meanl “wa wan't
siop " and when Morin Enally broke tha silence, everyone hreathed
agaur.

10. This beauliiut scene hac 1o be eliminated because tha pretext
of the discussion was the screening of the film 'Etoda. which
Marilou and Marceling had just seen. The refasences to this fitrn
were 100 frequent to avoid making this saction an overly spacific
discussion.



He has had enough of filming in place. in a room with
d Camera on a tripod. Me hag had even more than
enough of seeing that everything filmed so far is sag:
it neecs joyful things. gaiety, the other aspect of lifa.

heroes; otherwise the spectator runs the risk of being
fast In a succession of Images, unable to relate 1o
characters he knows nothing about, If necessary, we
would establish g plausible plot, as in La Pyramide
humaine. On tog of this, Rouch wants to finish up
some research which is close to completion: to film in
the street with synchionous soung, that 18, for exam-
ple, to capture the conversation of two frienas who
arg walking gown the Champs-Eiyseées. Finally, in this
end of Jure, beginning of July, Rouch thinks that
some considerable event may evolve in the course af
the summer (generalized conflict starting with the
events in the Congo? peace in Algeria with the con-
versgtions of Mefun?), and that we must film Summer
1960 as a chronicle of g capital mdment in history

As for me, i think that the Irals are onty interesling
if the words emerge from the faces, in close-ups. of
Gabillon, Marcelire, Jean-Pierre, Mariloy, Jacques. |
think that we must now g0 10 Jacques's actual work-
place. that is, to the Renault factory, and maybe film
other places of work, like the oifices of the SN.CF
whare Gabillon is employed. We should also go to lei-
sure places, in the streets of the City. We should at-
tack the pelitical problems which weigh gown this
summer of 1960-—the Congo, the war of Algeria—but
I'woulg not like the theme of "How do you live?" to
dissolve intg the “chronicle of a summer " Meither
would 1 like 1t to digsolve into two or three people, nor
would ke it to be characters, hut multiple pres.
ences. This means PUrsuing a survey on threa ievels:
ine level of private lite, Internal and subjective: the
level of work and social relations: and finally the level
of present Fistory. dominated by the war in Algeria,
The film shouid be a montage of ‘images in which the
questien “How do you live?” Is transtormed into "Mow
can one ve?" and "What can one do?” which would
Bounce off the viewer

FE It was a gambhie, we lost. Irdaed the summer af 1960 was 1o
fEpresent for us an essentig moment ir the history of France. ang
1o show the rénercussians ot this adventure on the heiges already
ASBOCIAY with gur enlerpnse seemed o me 1o Decome the gringi-
P2’ subzject of he film Nothing remaing gt this except for the
Algena-Congo discussion and the title. Chrongue o'un alg.

Pressed from all sices. in different directic
two producers, and Dy me, Rouch establish:
OUs modus vivendi with Braunberger and ac
Viguier-Tarbes from Dauman. While | am for
away from Paris, he films on the Champs-El;
gynchronous sound, Jean-Pierre and his frie:
taking a walk; introduces them to some othe
pecple, among whom is Marilou; tinally he fi
fourteenth of July dance with Jean-Pierre. Re
Marilowu, Landry, and Marceline

After the Champs-Eiysees filming, a triang.
CUSSION appases Dauman, Viguier, and Rouc
Dauman complains about the poor quality of
ture. From that point on, he wants to block ar
technical improvisation and threatens to abar
film it “drastic” measures are not taken

I'take advantage of the crisis to revive the
this tirme collective meals. At the discussion ¢
Algeria (in adaition to Jean-Pigrre, Regis, Ma:
Rouch introduces Jean-Mare. a young filmme
lintroduce Céline, a Commurist student. Trig
sion was in fact quite lively, violent, and at ce
moments pathetic. at others camical {| was g
haltway through the meal); Viguier and the so
recordist. Guy Rophe, participated quite spor
neously. [Oniy a few pale tatters of this discus
main in the film, since we have omitied the se
where certain of the young pecple got very ne
invelved, ]

The discussion on the Congo 15 filmed in tn.
air. on the terrace af the Totem. the restauran:
Musée de I'Homme Rouch 'has introduced Na
Lanary, ang Raymond, who appeared in Lg P
humaine while they were high schogl students
Abidjan. Two ciscussions resull, ore unforese:
Cussion on sexual relations between blacks ar
whites and the other on the Congo. the first er
the moment Marcefine explains ne meaning o
number tatooed on her arm.

At this moment, Viguier and Tarbeés levelad -
camera at Landry's suddenly solermn fage: ‘he
frame the face ot Nadine. who has begun 1o ¢
Landry. At that second the film in the camera :
aut. and we could oNiy capture the beginning .
Madine's emotion, as she hices her face in her

Twa remarks: {1} In thig type of filming. the tr
must follow the event. In ordinary fiims the ever
circumscribed by a preestablisned frama Comy:
tion. Here, however everything depends on inc
on & sort of telepathic communication which is -
lished between the cameraman and the scene
the cameraman's 'esponsibility to capture the g
cant face, which ig not necessarily the speaker
in the course of fiiming, Mariilere. Rouch, Viguie
Tarbés, ang (later) Brault all hag some of these
spired moments which Involved more than taler
sympathy anc communication




{2} The expression on a face in tears is radically
different in acted cinema and in lived cinema. in
acted cinema, the actor forces the expression on his
‘ace to signify his tears: even when he is really
moved, he exaggerates his emotion o as to convey
it 'nreal life, we make tremendous efforts to dissem-
ol tears: we hold back sobs, tighten our facial mus-
@8, we inhibit instead of exhibit. This was revealed
at ihe playback projection of the scenes where
Marceline {the dinner with Jean-Pierre), Marilou, and
Nadine {flegtingly, because there was no more fiim)
are in tears,

Around the twentieth of July we lose our camera-
man However, | have already made arrangements
with Renault Corporation so that we can film in their
factory workshops. We have to film before July 28,
2 date when the factory closes for vacation. | had
ziready asked Jacques to PICK out some young work-
ers 10 do a aiscussion-dinner on their work, and there
was only one evening---or night, rather—when we
coula get them together after work let out

Argos Films assignec us a director of praoguction,
who has the disagreeable job of overseeing the tech-
mcal conditions of the filming. He is oroered to au-
irorize fiiming only It a clapstick slate is usad: this
order was not always respected. 1t is a director of
snorts, Heirrich, wno accepted this lab so as 10
waten Bouch film and o get 1o know nis methoos. As
L insist on the need for the workers' meal Heinr ch
calls on twe televisicn cameramen. We go o the fac-
tory exit ‘o look for Jacques, who introduces us to

Angélo and Jean. The technical preparaticns are diffi-

cJt ftis lale. We ars tred. We film at around three in
fne morning a discussion which reveals Angélo and
Jean 1o us. [Ony a thin fragment of this discussion is
ntegrated in the film, |

We have forty-eignl nours betore vacat.on closirg
-2 filr in the Renault faztories at Billancourt. We hire
Coutard. who worked with a hand-held camera in
Godard's A bout de souffle and who is free for a few
days betore he has o begin Le petit sofdat. What we
have 1o film. uniike industrial documentaries. is not
machines but the faces and hands of the workers.
Tne vacant faces of those who do mechanical work,
the specialized warkers, appendages of their ma-
Chings. eternally repeating the same gestures. We
snould also fiim the relationships between boss-fore-
en and warkers, but this is impossible; we would
1ave o camouflage mcrophones and cameras in
cvery cormer of the snops.

Foilowing Jacgues's indications, | keep an eye out
for the most significant scenss While Coctard's as-
sistant cameraman, Beausoleil, sets Up & camera on
a tnpod with a microphane fixec next 1o it, Coutard
and Rouch wander among the machines. Coutard,
with 35mm camera in hand, ultrasensitive film (which
needs no lighting). and telephoto lens, shoots scenes
of the factory without being naticea. We also film the
great vacation exodus from the factory. with three
cameras set up at different points. We accumulate al-
most an hour and a half of film. We have not filmed
Angelo. Jean, and Jacques at their machines. for fear
of untavorable reactions from the management, ather
for them later or for us at the marment.

Shortly thereatter—or shartly before?—we have a
dinner with the Gabillons, again at Marceline's apart-
ment, where we bring up several different subjects
about happiness and about work, Jacques Gabillon
talks about “two men” who are in him and of the
modern-day man, “a bunch of idertity papers.” [Part
of this meal makes up the seconc half of the Gabillon
seguence.]

In the meantime Rouch and Dauman reach an
agreement to hire the Canadian cameraman Michel
Brault. Brault had shot some short films with a handg-
held camera and in synchronaus scund for the
Canadian National Film Boarc. Rouch knew him and
admired his work, Alter several intercontinental tele-
grams and phone cal's, Brault agress to come and
arrives in Paris at the and of July. beginning of
August. This is the chance for Rouch to victariougly
resume his filming experiments in the stree’, in nature,
with syrchronous sound. This time Rouchian "pecovi-
sion” will replace my "commersality.” (Thig is what
we call the two methods used in *his film )

The fifteenth o August approaches. Rouch warts to
film Marceline alone ir the streets of deserted Paris
on August 15. Marceling proposes geing to the Place
de la Concorde where Dmytryck is making a film
about the German occupation. It is studded with
Wermacht direction signs: there are extras dresseq
up as German soldiers. We arrive at the Place de la
Concorde on August 15, byt Dmytryck’s filming
ended the oay before. the German signs have disap-
peared, re more Wermacht.

Rouch inaugurates the new methods: Marceling will
have a tape recorder slung across her shoulders.
connected to a clip-on lavaliere microphone brought
by Brault; she will watk along, talking to herself in a
low voice. Brault films her from Rouch's 2CV with
Rouch at his side. Heirrich, Rophé, his assistant. and
I push the 2CV for the dolly shot. We continue al the
Flace de I'Opéra. haraly deserted August *5 was
Quite populated ihis year—not only tourists. but
Parisians as well. | propose a quiet street in the
Sentier, rue Beauregard (where a few unknowns be-
gin o gather) and then Les Halles where the



strangely dead setting, a sort of station from a night-
mare, makes Marceline recali the fransport to
Auschwitz and the return. To establish contact with
normal life, Rouch makes Marceline walk under the
Arcades on the rue de Rivoli, where she continues to
talk to herself whenever inspired by the store win-
dows. [In the film we have kept the Place de la
Concorde and Les Halles sequences from this
filming ]

Unce again Rouch 1s struck with the desire to leave
the "sad"” problems and look for something else. He
lakes aavantage of a meeting in Saint Jean de Luz
with Braunberger to take off with Nadine, Landry, and
Brault. He films several scenes between Nadine and
Landry on the road. at the seashore. where Nadine
and Landry are supposed to be two student hitchhik-
ers who take off to the south of France on vacation,
(From this shooting there remains a fragment of the
outlfight i the final film

Rouch wants to film Saint Tropez, continuing the
nitchhiking adventure of Landry and Nadine, and rein-
roducing Maritou, Jean-Pierre, and Marceline. As this
Idea holds absolutely no appeal for me. he tries fo
win me over by saying that we'll film my little daugh-
ters in Saint Tropez, discovering some new starlets.
What finally makes up my mind is the idea of Landry
as "black explorer of France on vacation "

Meantime Rouch has the idea of a pseudo-Brigitte
Bardot. whom we will put in the setting Saint Tropez.
This idea appeais to Dauman, who sets out to look for
pseudo-Brigitte Bardots: his associate Lifchitz qoes
oft on his own hunt. We run the risk of being inun-
dated with talse B.B.'s. but Argos Fiims, to econo-
mze, only hires ane—the real Sophie Destrade.

While the Saint Tropez expedition is being pre-
pareq 1o Rouch's great joy, | learn that Marilou 1s
‘eading a new life. She no longer feels as lonely as
Detore and has met a young man with whom she is in
love. | propose a new dialogue with Marilou, which
takes place in my home. Marilou has forewarned me
that she will not talk about her friend, her apprehen-
$I0N makes her very nervous {We had to wart two
nours belore the egquipment was ready to function,
and she had to get back to her office.) As she spoke
her facial expression changeda from joy to fear to the
sadness of memory 10 hope. ["Marilod is Happy"
seguence |

Marceling has stayed in Paris while Jean-Pierre g
On vacation with Régis in the south. She thinks Jean-
Pierre is drifting away from her. She has family prob-
lems. We film a conversation with her but she has
been, unconsciousty, influenced by the rushes she
has seen of Marilou. [This dialogue with Marceline
was not integrated inta the film.} From this point on.
we no longer show the rushes to the participants, ex-
cepl to Angelo, who has a skeptical. even ironic, in-
terest in our enterprise.

Landry, “African explorer of France on vacation,” at Saint

Tropez

Sophie at Saint Tropez



Jean-Pierre and Marceline
during their final dialogue
at Saint Tropez

Rouch, Brauit, Marilou. Lancry, Nadine, ard
Catnenne take the "Caravele" airliner. Rouch intro-
duces Catherine. wio is a happy woman: she has no
problems, says he (unfortunately she will have some
problems in Gaint Tropez). In the plane, Rouch films a
conversation between Catherne and Landry, who
wretend they are just meeting. He films Marilou and
Landry. In the train from Nice to Saint Raphael he
?Ims again. [Nothing of alt of this is preserved in the
ilm.;

At this point Rouch and | have a clear difference of
opinion. Rouch wants to fim a surrealist dream with
Marilou, where she wanders alone in the night,
dances. goes for a walk in the cemetery, meels a
man who is wearing the mask of Eddie Constantine;
the man pursues her, unmasks himself, it's Landry, |
iell him that | am against this scene, as any fiction fal-
sifies the very meaning of what has already been
firmed Rouch films Catherine waterskiing. | grumbie.
Finally we reach an agreement: Pl stick to everything
having to do with "Landry, black explorer,” I'll stick to
the faise Brigitte Bardot and to the staged publicity

photagraphers attracting the crowd of tourists: 1 pro-
pase a collective discussion on the theme of Saint
Tropez, and | maintain that we must film a dialogue
between Jean-Pierre and Marceline.'?

The Saint Tropez discussion takes place on the ter-
race of a hotel, but the film used to record this dis-
cussion was, by mistake, mostly ultrasensitive film.
{The film retains a brief moment of the usable seg-
ment, and Sophie's comments in the discussion are
used as veice-over while she walks at F'Epi beach.|

| revive the theme of happiness in a conversation
filmed with my two daughters, with Landry interven-
ng. {A fragment of the conversation was praserved in
the fiim.]

During these two days of filming, Marceling and
Jean-Pierre are having difficulties in their relationship.
| ask them again if they would agree to try to work out
their relationship in front of the camera. 1 tell Jean-
Pierre separately that this scene, where for the first
time the camera would film a coupla’s discussion,
would only be meaningful ¥ it were not thought out in
advance. Since for some time Marceline has had the

12. Though all this Saint Tropez penod was terribly depressing for
Edgar, who fell threatened by tne figtion of psychodramas. it was
ternibly exciting for Michel Brault and me. as we invented our rew
tools. We came back from Lausanne, where Stephan Kudeiski, in-
ventor of the Nagra tape recorder. exciled by he erthusiasm of
Michel Fang (sound engineer), Michel Brault. and me, let Js
glimpse the cinema which was to be born a year later Mariou's
dreams, fake encocrters in the plane and the train, the false B. B.
~these were as much experdments in syngchronaus seund filming n
d plane, on a trair. in 4 crowd, etc.: the tirst In the world and since
much imilated.



tendency of COMPosing her own Character, Jean-
Pierre would have to avoid allowing the climate of
their dialogue (o become tog literary. What wouig
Marceline and Jean-Pigrre decide? | don't know. We
waited until the last moment to teli Jean-Pierre and
Marceline that it was their turn, and Rouch chose 3
little nearby jetty. There is & strong mistral on the em-
bankment. Jean-Pierre angd Marceline sit side by side.
Rouch is listening in through headphones: he's the
only ong who can hear the dialogue. Brault 1s lying
three meters away with the camera, and [ myself at
three meters' distance can hear nothing. Jean-Pierre
has the clip-on lavaliere microphonre. From time o
time Brault says “cut." he changes angle; Jean-Pierre
responds by clapping his hands to siate the next
scene. [This scene was condensad In the editing, not
by choosing one continuous segment, but by select-
Ing and juxtapasing different moments. The viewer
also sees frequent shot changes, and under these
conditions it is difficult to escape the idea of staging.
especially since it is difficult to believe that a coupia
could agree to give themselves up in such a way to
the camera. This sequence, which was cut out by
Argos in the copy Passed on exclusively to the "Agri-
culteurs,” is kept in the other copies.” it shows much
more pointedly than the other seguences the prab-
lems of conventional Cinematic editing in reiation to
our filmed material In spite of the misunderstandings
it might engender, | think this scene necessary, be-
cause it witnesses an extreme point of our
enterprise. |

We relurn to Paris. Argos (in a new repressive
phase) wants to limit our filming days. Rouch cannot
fitm if he feels pressurad. | suggest to Rouch that he
accept the limits; if we have not compieted our pro-
gram, Argos will be obliged to make ys finish the film,
But interminable discussions continue.

Nonetheless, | establish a fiming schedule in a
spirt of compromise with Rouch: since Rouch wants
some “heroes,” | make an effort to put some empha-
8IS on the worker-heroes Angélo, Jacques, Jean. At
the same time, in order to revive the theme of “How
do you live?", which has already been considerabiy

13 “Les Agriculteurs” was a movie theater known for screenng
experimental and innovalive fims. The scene mentianed here is in-
cluded i the filmsenpt that follows: it does not appear in Engiish
subtitied prints of the film circutated iy the United States —Eg.

4. To my mind, this scene 1s one of the most beautiful in the film,
atong with the ane of Marceline on August 15 (of which this is the
Opposite). We made the error in editing, of trying to condense it {it

lasted almost halt an hour N the rushes), respecting a cetain cine-

matographic language (changes of angles between diffarent
shots).

compromised, | propose interviews in the street
where Marceline and Nadine stop passershy and
them “Are you happy?”-Again | take up the theme
had already planned, of encounters amoeng our ¢t
acters: worker-student encounters, encounters of
women among themselves, encounters of men.
lead up to the grand final encaunter. To start, we .
going to approach the Question of the return from
cation, Rouch accepts this program: He also wan:
ilm conversations on the terrace of a café (Les D¢
Magots), in a department store like Galeries
Lafayette, and an encounter in the women's shop -
Catherine has on the Left Bank. The film crew for 1
last shooting period is made up of: cameraman:
Brault; souna: Rophé (in his absence either Rouch
Boucher take care of it); and general assistants:
Moriliere and Boucher, who dre attached to the co
mittee on ethnographic film. Rouch has arranged v
the engineer Coutani the possibility of working witr
his new prototype electronic 16mm camera, whict:
lighter and, more impaortant, soundproof, that is to
S8y, we can film anywhere, without a "blimp" 10 at
sorb camera noise.

The end of vacation Means first of ail back to
school: we film iréne. Véronique. and therr little frie:
Dominigue leaving the Fenelon high schoal during
first days of school and walking horne on rue Sauff
The Rouch technique is in full force here. Veronigus
has the clip-on microphone and 3 tape recorder
slung over her shouiders: they walk freely. Brault,
guided by hand signals from Rouch, foilows or pre-
cedes them, filming up close with a wide-angie lens
Thus in this procession where filmers and filmees a
most form one body., the normal movement of pas-
sersby is almost undisturbed, the characters in
movement feel at ease with the camera, their com-
ments are directly related to the spectacle in the
street (a France-Soir headline, a cinema poster, &
shop window, ete.). The sound leaves something te
be desired: every step Véronique takes jostles the
lape recorder; we can hear 3 sound like a heartbes:
certain words are barely audible. We alsg film
Véronique and Iréne doing their first homework, que
tioned by Nadine on their first days back to school
and on the characters in the film. These scenes wer
not included in the film. | would have liked to see
them ask more about the opinion of the two littie gir-
on the world of adults, on their own “How do you
live?"

The end of vacation is also Jean-Pierre preparing
for his philosophy exams, which he failed in June, A:
Important theme: if Jean-Pigrre fails them again in
Qctober, he will lose his deferment and be called up
for military service. that is 10 say, Algeria. We fim a
discussion scene at Jean-Pierre's desk with Regis
They talk in ironic terms of philosophy, they consuit
the list of signatures for the call of the 121, they



Michel Brauit #ims Re
and Jean-Pierra on tk
Champs-Elysées

Diame Rauch ang rre for agt Sd0Ng. rving to get &
158 CLLOM LS Tren we ilm Jaan-Pierre coming out of
TS CXAT i 'eaves the Suroonne. Regis 1s waiting
0rnm o che sguare wirk fhe tape recoraer over his
Srouaer and clg-on Ticrephcne on hig lape! Brayl
“Ims meir encounier and (oliows them. While they
TER0 IOwaArd tha Seine or gma)l side streets, ey rak
abd.tire willen isserntaron then 2bout one thing or
anaregsn g malfaser oy ratjoking tone Qn the
Guas of the Seime Reg s asks wCaN-Fiarre witgr ris
Bals Are torhe fulure ang whelner he imagires him-
set |omng in LJean Pierra UCES Not want to jon s
They wale away alcirg the quas oward the east, 1o
WATG e LLre, 5ays Recis. who will n the next
YEAT D% 00Q 10 the Commurist party. Whan Jean-
Flerre 1nds aul re as Fassan we flm Roucn, Monn
ANC LEAN-FIgre walkng i the gardens of 'Observyg-
aire Jean-fierre 1s Guostored about nis plans far the
e None of those sLenes s ancludea in the fingl
Flm

“he ena of vacation s Marlou retuming nome; har
ragile hapoimocas seems 1o have consolidated & bt
Ve 8h00t & scene i A notel foom on rue Gitle-Coeur
WoEIe SNC Goes ¢ sea rer fnenc Jeanne. whom zre
nasnlseen sivte she got pack Jeanre asks ner
SHESIONE abCul Per vacaton rer plans. Marlou is re-
4420, chearful [ ihs scere kel almost up to the
138 Momart was hnaily notinclucted in e film (1o
By Qredtregrat sirce ¢ showed Marioy smiling ang
ANGEas w it almos?t gjl steres deairg with the re.
L TomM vazanon anc everts which fallow the

VECAt ooy

The enu of vacation s alge the Gaeilons retyrre
with souverirg amd photos of tnair vacaror i soar
We gu to the Gabillons' aparmert. .n trer ow-cos
nousing deveiopment in Chichy. and we 1 ther
breakfast ang ask them 1o bring out their pnotgs ar
falk about their vacation, (This scene was mal in.
Cluded in the fim |

In tilmeng e return fram VACALOD we o0k 20var
1age of the charse 1 f1m daly ife Marlou ang ~o
Eoyfriena geMing washed ang vregson 1 rar il

- 0 o
"o0m. e carmcra ‘Gilows ther gomwn Al TEPP
stars (the longes: SArway traveling snci rar nas

Bver Deen aone Braull's camera folicw nig Mario's
hands on the Canigter rai) o the street, ter Marls

walking up the Champs-Elysées. JoOING N0 ner off o
fal Cahiers du Cinémay, WOTKING 0N somMe 1etters. 4
yoing [Some of these shors werc TCLCed. one
the beginning of tne firsl Maritn, SROUBNLE na ok
atIne erd of the secona Maris, saguente |
Daivy life. thar means Hiring the L outs.de work
Angelo, Jean, Jacques We siar wIlN Angelo. whor
we meet at the exit of the factory ang who is “han i
iowed By Braut n the sireel. on ‘he us. at nome.
wWithout inferripnon Lt | ngedal We don't angw
Where Angelo iives. and we Adscover the irerminac
stairway which GUES LD o tre Camarg Coatedy iwe
Could not have founa suem & SEU NG 1 woe hao
searched for one Ike i), the suburban sreets wh.or
change from urban to WSIC, ard finally ‘e nt'e oo
‘age where Angélo ives with his motrer We aso o
Caver how Angéin sperds hs e deng v




exercises (he is a judoka amateur), playing guitar,
reading (a life of Danton), then dinner and bed. Since
Angelo gets up at 4:45 the next moming, he goes to
bed early. We tell him to leave his key in the door 5o
we can film him waking up. At three in the moming
Morillére comes to wake me up while Baucher waits
in the street. Completely naked. haggard, | open the
door for him. he flees. | catch up to hirm and then call
Rouch. | tear him from his sleep. Rouch phones
BraJlt. We pick up Rouch ang Brault in Dauphine.
and. cursing the film, empty-stomached, we hurry to
Clamart. In the darkness we penetrate like burglars
nto Angelo’s little garden. Boucher steps in manure.
stifling his curses. We finally enter the bedroom on
tiptoe. holding back our laughter, Brault haoists his
camera up to his shoulder and that's the signal: we
wrn on the lights. While Brault shoots, we see Angélo
coming out of sleep under the effects of the light,
When ne discovers us, flabbergasted, he curses at
Ls. and we burst into laugnter. [This shot of his wak-
ing s retamned in the film. It does not strike the spec-
tator, who cannot telil the difference with a fake maovie
alarm-ctock ring.] Angélo has his coffes with milk,
prought to him by his mother, then gets up. washes.
gels dressed, leaves the house, takes the bus.

etc. . the camera follows him up tiil the moment
when he disappears into the factory by the great door
o the Place National, while we see, as though a di-
rector had prepared everything, twa guards in uni-
‘arm watching the entrances ard. in front of the door.
a worker distniouting leaflets. [A certain number of
snots from tnis Angélo filming were preserved and
ecited inte the final film ]

This same morning Angélo is called in by the man-
agement of his shop, where he is informed that he
has beer transferred to another. very tough shop. Did
this bullying have anything to do with our cinemato-
graphic intervention the day before, at the factory
exit? (The shop foreman saio to him, “So, we're mak-
Ing movies now?"') The next morning Angélo comes 1o
ingd me ard explains the affair As Rouch is sup-
posed o come with Brault a kit later. | tell him that we
apsolutely must film, They arrive ana Angélo explains
what happened to Rough n a three-sided discussion.
They ask him about his future. Angeglo, discouraged,
wants 1o leave the togl machines. Could we find him
work? We'll have 1o look around. [An important part of
this scene was inciuced in the film. Even though
chronologically it takes place after vacaltion, we put it
in before the vacation secuences, given that we
wanted toinclude it anc that we warted to end the
film at the end of the vacation.]

Following this incident, Jean, the young worker-
turned-draftsman, no longer wants 1o be filmed. He
wili only agree 1o participate in a discussion between
students and workers. We film Jacques waking, get-
ting vp, leaving for the factary; he lives in Montmartre
and goes by motorbike to Billancourt. We follow him

in two cars, one behind lighting him with its head-
lights, the other sither beside him or slightly ahead.,
with Brautt filming. [None of this is included in the
film ]

Taking advantage of the last weeks of gnod
weather, Jacques, his wife, therr children, Angélo,
and sometimes other friends often go to
Fontainebleau forest, near Milly, for the weekend.
Even theugh Rouch is again deeply involved in
waorker life. | insist that we go to Milly-la-Forét. Rouch
organizes a parallel expedition with Nadine,
Catherine, and Landry. We leave in several cars and
with two cameras (Brault and Morillére). We have a
picnic and film what is going on {rock climbing,
climbing down with ropes, chilaren’s games, songs).

. {One part of what was filmed here constitutes the

Milly-ta-Forét sequence in tre film]

Are you happy? Since the beginning of the film,
Rouch has thaught that Nacine couid be a sort of
woman-sphinx who would ask a ridale of passersby
in the street. To my mind, this question should be
"Are you happy?" asked by Marceline and Nadine to-
gether (one alone would be intimidated) in different
areas of Paris. The camera would be hidden in a car:
the microphone would be visible. We film at Place du
Panthéon, rue Souffiol. Place de la Bastille, ar
Menilmontant, at the Passy metro, at Place Vigtor
Hugo. [A certain number of these interviews consti-
tute the "Are you happy?" sequence.]

At the same time we envisage several surveys in
greater depth on the theme of "How do you five?”
Marceling obtains the consent of a postal service em-
ployee to interview him and his wife in their home [not
included in the film] and of a garage mechanic whomn
she interviews in his shop [a good part is included in
the film]. Rouch knows & happy young couple, the
Cuenets, who are also interviewed [this interview s,
for the most part, included in the film). At around the
same time we record a walking dialogue between me
and Rouch at the Musée de I'Homme where we try 10
tie things up. [This dialogue was not included in the
film.,]

I am keen on the encounters, and | envisage an en-
counter between workers and students, an encounter
among the women who participated in the fiim, ang
an encounter among the men, befare the general en-
counter. Material obstacles and the time factor (Argos
makes it clear that everything must be finished by the
end of October) prevent us from organizing all but the
studeni-worker encounter, One Sunday noon we or-
ganize a lunch at the restaurant of the Musée ce
'Homme with Angélo, Jean, Régis, and Jean-Pierre.
After some embarrassing slow starts, the conversatian
livens up.



Jean Rouch and Edgar Morin during the fiiming of their final
dizlogue in the halls of the Musée de I'Homme

Angelo ard Jean attack the s'udents ior ther arrc.
gance wilh reqas (C workers dean-Fiarre ang Régis
explair themservas. "This discussion was ro: ncluded
1 the tim. Al a neighbaring taole sart Lancry Rouch
wants Ange's and Landry 1o meet each other We ali
go o my rouse ard Rouch sets them face 1o face on
a slep of the starway. Angélo nag vary much lkead
the rusres wrere Landry appeared. cemmenting on
the bulthgt, moral.zing 1w e nttle girs tatk ng about
his Diack skon Angeic seemed ke o 2000 guy o
Landry, wno rad iikew.se seer b SN the screen In
fact. a ‘rerdship was borr betore our eyas. urder the
eye Of the camera At the same iime Ange.o fuily ex-
presses his protest agamnst hoth the condiions of the
workers anc what he sees as tre faise compensahior
for these conditions. this Empbourgeaisemert symhol-
Ized by the passessior of 3 car

Rouch prenares tre filming in Catbaq~e 5 shog,
where Nacine, Sopfie. anc Marce ~e are supposed
o participate Tnere s a tensicn belween Marceling
and Catherine ever since Saint Tropez. On top of that,
Marceline 's crncal of Catherne s "bourgecis life-
style " | teli Marceline that she may “attack.’ but !
also tell rer that it would be better not i fouch on

any private problems. Tne camera 1s hiaden in ot
back cf the shap the mcraphone is also hiaden
Marceline, Nacine. and Sophie are among the ¢i
(who are unaware of the fiilming). they try things «
Suddenly Marceline attacks Her accusations bec
more and more precise and intimate. whereas
Cathering is very relaxed. Nadine. feeling uneasy
says to Marceline "we're leaving." and they depa
[We baptized this sequence "Thunder over the
Petticoats.” it was not noluced n the film. A part
the sound track s pretly maudible: the shop door
left open for several minutes. and the street ngise
drowned out the words. |

A few days later Rouch films 3 conversation or
terrace of the Deux Magots, without disturbing th.
regular customers {camera camcutlaged in a car
parked on the sigewalk microphone camouflage:
der a handkerchief) Marceline and Nadine comr
on the outburst that occurres at Catherine’s. One
afternoon, 4 couple of days later, we fim at the
Navy. a cafe where Marceding is a regular We re:
a conversation between Marceline and Marioy o
lerrace using the same method. Marceline talks a
Jean-Pierre; she says that they have reached a -
agreement, founued on freedom and muiual rus!
also film a breakfast in bed wih Marceline and Je
Fierre, then therr rsmng and moraing ritual. [None
these scenes, rack of which JNCOVETS a new asno:
of Marceline, was incluged in the film,

Al last we shioot the final encounter. | had area
of a sort of confrontation in a large roocm after pre
ing the fifm, with muitiple cameras ana microphon
recording not only the reactions to the fim. fur ak
the conversations *hat would start ug sportarecy:
and accarding to the affinities among the differen:
characlers. A big final scene where the scales we
fall and consciousness wouid be dawakened, whe:
we would take a new “oath of the tennis court™ 5 [
construct a new life.

Of course this is no longer teasible it 15 no long
possibie to show the ertire film. Of course naothing
has been edited, and we must hurry 1o finish befer
the ceadiine. We choose the srar cut of using the
rushes which were specific 1o eacn of the charac:
Marlou happy, Marceline—August 15, Jean-Pigrre

'S, The "serment ou Jeu ae REUMAa” was sworr or June 20 ¢
ty the deputies of *he Third Eatate not tu separate after girg
constivuen 'o Frarco Because the k:Ng prohibitey access o
Sale des Menus Plasirs where they ssually mer, Ney went to
nearby Jeu ac Paume  Epo.



Marceling and Catherine
at the store

anc Reégis coming out of exam. return from vaca-
fon--Gabillon, Milly-la-Forét, and a few other frag-
ments. The reunion takes place In the projection room
of the Studio Publicis, in the basement. After showing
the film. we open the discussion. [This was abridged
ir the film, but all of the critical aspects were

retained |

In this sequence, voluntarily or invaluntarity, Angec,
Marceline, and Manlcu all say something essential
about themselves. each one revealing in a word just
whal they had cone in the moment when the cam-
era's eve was trained on therr. | feel that Rouch is
distressed by the criticiams. We separate at the
Champs-Elysges; it is raining; it's the last reel. Brault
fi:ms the wet, glistening sidewalk. which refiects the
passersby. The unfnished fiim is completed. Nearly
six months of effort, of passion, of arguments, of ca-
maraderie. of experience, of research abruptly be-
come memornies. 1 will ne longer wake Rouch at 3
am., Brault will take oft for Canadea. Each person
goas off on his own. It is autumn.

The firm is finisned.

Renault lays off 2.000 warkers, Argélo is one of
ther. 1 tried {o find him work, first doing odd jobs for
some frierds, while waiting. He almost learned how to
make tapestries in the studio of a friend, Yvette
Prnce. put the studio was going through a difficult
period; he did a stint as a warehouse man for a pub-
lishing tirm, wnere he began 1o show his demanding
spirit; he was fired {"What do you want?"', he asks me
philosophically, "I'n & revolutionary™'). Nina Baratier, a
film editar, found hirm a place as stagehand at he
Billancourt studios in the early spring. He wants ta get
away from the machines. and we are trying to help

him. One day Angélo disappears from the studios. He
had found a skilled worker job in a little metalwork
factory, much smaller than Renault. He was supposed
to get married. MHe has singe gatten married.

The intervention of the film has thus nad a prelty
powerful effect on Angélo's .ife. In tne frst phase, it
crystallized hig revolt against the alienation of manual
labor, in the hopes of escaping machines. For several
months he experienced other types of work (ware-
house man, stagehand}. He was able to see the pos-
sible significance of a choice between an
incependent but chancy job and a suborcinate but
regular job: between his qualificaticn as a -"nachiru_sr
and those of other jobs for which he haa ne techmical
training. Of course | dic not pash him in any particu-
lar direction; | always looked in the direction he indi-
cated If he does finally return to the machines it wil
be less by force than by his own choice.

Marilou is trying hard to hold the ground she has
gained. The coupie has some cifficult money prob-
lems. Recently, Marilou has had the opportunity to
‘earn a skiil that is much mors interesting and freers
than secretarial work, studio photograghy.

Marceline, the film finished, could not return [0 her
applied psychosociclogical surveys. Argos helped
her out. She is looking for work she would like; in fact
she could be an actress. Jean-Pierre fives with her,

Jean-Pierre passed his exams and is pursuing his
degree. He is looking for a job that would not keep
him from preparing for his next exams.



Landry, after having spent the last year in a provin-
cial high schogl, is taking a private course in Paris.
Nadine I1s going to take her baccalaureate exams in
phifosophy. Gabilion took a trip to Greece. He woulg
like a mare interesting job and hopes to get inta the
European railroad agency. Regis went on vacation to
Cuba and upon his return joined the Communist
party. The Cuénets are geing to have a baby. Al of
them regret that the film only showed a one-sided
view of themselves. They all teel they are richer, more
cornplex, than their images on film. This is obviously
true.

Editing

We have more than twenty-five hours of film, almaost
all of it 16mm. Now we have to extracl a fiim of nor-
mal length (1 Y2 hours). It's not only a technical
problem (the transformation of real time into cinemat-
ographic time, the new significance presented by im-
ages when edited, the type of editing to choose,
elc. ), it's aiso the probiem of the meaning of the film.
Anything is possible with our enermous corpus of
muitiple, uniform material.

Everything becomes complicated, and once again
a three-sided crisis breaks out. Argos Films wants to
have one “editor-in-chief” who will give the film an
“incontestable technical and artistic quality.” Rouch
refuses the editors they propose and wants to choose
the woman who edited his earlier films, Rouch can
only work with people he chooses according to his af-
finity and compatibitity. At the same time, Rouch an-
nounces that he has o go to Africa for two manths;
Argos apposes his departure, which would immebilize
the editing. For my part, { want to work on the editing
from a position of equality with Rouch, because ! fear
that the "How do you live?" sense of the film might
disappear.

For Rouch, the guiding thread should be one or two
“here” characters in the film. He even suggests me
as the hero of the film, off in search of the unfindable
truth. General ideas bore him; what he is always inter-
ested in is the living detail, spontaneity. He wants to
proceed by approximations, that is, by successive
elimination of images until the normal duration ig
reached, just as he did in fa Pyramide humaine. He
does not want to feel bound in advance by any norm,
any idea. On the contrary. On the other hand | fee!
that a large part of the richness of La Pyramide hy-
maine was 103t in the editing, 1o the benefit of the her-
oine, to the benefit of the plot. | value those themes |
wouid like to see expressed.'s

I don't have a real plan, but a sort of structure t
rediscover at every stage of the elaboration of the
film. Thus, for example, at the end of July, Argos
Films asked for a schema of the editing. as assur-
ance that we were not simply fiiming at random. |
provised a text where the following themes were
presented in succession: {1} monotony: shades ot
grey. {2) factory and office work; (3) the difficulties
living (loneliness and happiness); (4) love; (5) the
sounds of the world in summer, 1960; (8) on the
again.

Later on, once the editing had begun, Rouch ar
would be interviewed by France Observateur. This
terview conveys our differences as well as our agr
ment, as evidenced in the following extract:
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Question: What is the importance of the editing of
film, given that you have twenty-five hours of rushe

Jr: There's the crucial point! We are in conflict. Ed
and i—a temporary and fruitful conflict, | hope. My
position is the following: The interest of this story ic
the film, it's the chronology and evolution of the pe
ple as a function of the fiim. The subject itself is nc
very interesting. It is difficult to bring together the 1.
timenies, because they are often heterogenaous.
There are people who cheat a little, others not at &°
To bring together their testimonies would be to fals
the truth. I'll take a simple exampie: We asked peo
one question, among others: “What do you think ol
your work?' Most of these people said they were
bored in their jobs. The reasons they give are vary
different: intellectual reasans, sentimental, physical
reasons, etc. Bringing these reasons together, in m
opinion, is less interesting than the individuals therr
selves and finding out the motives behind their re-
sponses. There are some marvelous contradictions
certain scenes of the film: sometimes people contre
dict themselvas in a fantastic way. For example,
Angélo, the worker who has been let go by Renault

is talking with Landry, the young African. Landry sa
to him:

16. In fact | felt the same anguish over the making of Chronigue
that | had earlier felt with Mor, un noir and La Pyramide humamne.
that of amputation. This is, ng doutl, the greatest stumbling bias:
of all these improvised fims, with no scenano or preplanned con’
ruity: to reduce to one hour ihirty minutes an enarmouvs body of
matarial whose value is ity authenticily, thal is, the length, the he¢
fations, the awkwardnesses. In a lim shot in silence. like Moi, un
noir, the problem is already difficult; in a him shot with direct
sound, fike Pyramide and Chronigue, it's an incredible headache
knew only one effective methad of dpproach, successive approx
mations which alone allow us Lo “see” the film reduced to a hum:
screening time. This was My greatest lear about having one edilc
in-chief who would rethink the film,




