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Synopsis :

Antoine hat eben seinen Abschluss an der Polizeischule gemacht und sich kurzfristig
entschlossen, eine Stelle bei der Police Judiciere von Paris anzunehmen. Die
Kommissarin Vaudieu kehrt nach zweijahriger Abwesenheit nach dem Tod ihres
Sohnes und dem Abrutschen in den Alkohol zur Truppe zuriick und leitet Antoines
Einheit. Bald darauf werden Vaudieu, Antoine und drei weitere Beamte mit einem
mysteriosen Mord an einem Obdachlosen konfrontiert.

Fur seinen vierten Film hatte sich Xavier Beauvois selbst zwei Bedingungen gestellt:
Zum einen wollte er dem Genre des Polizeifilms Genlige tun, zum anderen den
Polizeialltag moglichst realistisch darstellen. So beschloss der junge Regisseur, einem
Polizeihauptmann mehrere Monate lang bei seinem Alltag zu folgen. Dieser Umstand
erlaubte ihm auch den Zugang zu spezifischen polizeilichen Ermittlungen, und Le
Petit Lieutenant ist das Ergebnis dieser personlichen Erfahrung. Diese wird durch das
Hervorheben von Details und durch die genaue Charakterisierung der verschiedenen
Gestalten (Polizeibeamte, Arzte, Richter, Geahndete, Saufer, Penner, Obdachlose)
ersichtlich. Doch Beauvois Blickwinkel reicht Gber den dokumentarischen Aspekt
hinaus: Was ihn an der Seite der Polizisten beschaftigt, ist der zermurbende Alltag,
der das psychische Gleichgewicht der Beamten stark ins Schwanken bringt. Gerade
ihre vorrangige Aufgabe, den «dffentlichen Frieden» zu bewahren, der ihnen allen
doch als Grundmotivation dient, zwingt sie gleichzeitig in die Knie.

Der ausserst realistische Zugang des Filmes bietet keinen Platz fur makellose
Heldenfiguren, sondern zeigt das alltagliche Leben von Polizisten in Paris. Ein frischer
Film, der seine Protagonisten nicht in das fur dieses Genre tblich Rampenlicht stellt,
sondern sehr stark auf emotionale und zwischenmenschliche Vorgange setzt.

Pressezitate:

"Hier geht es darum, blol3 nichts zu beschénigen. Polizeiarbeit zeigt Beauvois krass
naturalistisch, das heil3t: Wahrend heute in jedem modischen Fernsehkrimi
aufgedrehte Gerichtsmediziner am Seziertisch stehen und lustig in menschlichen
Eingeweiden wihlen, sieht man - und vor allem: hért man - hier, wie grasslich die
Alltagsarbeit der Ermittler ist. Es ist kein Spal3, Brustbeinknochen zu knacken."

Der Spiegel

In ,Le petit Lieutenant* geht es um ,,eine Unaufgeregtheit der Erzéhlung, die dieses
Genre in Frankreich schon immer ausgezeichnet hat, und eine Verletzlichkeit der
Figuren, die geradezu anrtuhrend ist." Frankfurter Allgemeine Zeitung

Bedingt durch einen tragischen Zwischenfall verlagert der Film die Perspektive auf
die Kommissarin. Beschutzerin ihrer Mitarbeiter und doch selbst Leidtragende, die sie
ist, gelingt Beauvois vor allem mit dieser Figur ein so stimmiges wie illusionsloses
Bild fUr die Not in diesem Beruf: Wie Ordnung wahren, wo man doch selbst schon
nahe am Fallen ist. ,Der Standard"
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INTERVIEW MIT XAVIER BEUVOIS

Why did you choose the subject of police for this film?

Firstly, | wanted to try my hand at a genre film like a thriller. And the subject of
alcohol isn’t an easy one to tackle, so if you can put a subject like that into a thriller,
you can dilute it... At first, I was interested in gangsters. | talked to a few, but I
thought they were too paranoid. Prison turns them into complicated people.

Then the cops told me good gangsters don't really exist anymore. All that's left is a
few armed robbers and Russian pimps. Most crime is white collar now, and the days
of the old-fashioned gangster are over. Now, everyone snitches on everyone else. So
| spent a lot of time with the police on a day-to-day level. | didn't expect that it
would be such an interesting job, but I really liked it and found it inspiring. I knew
nothing about it — it was a complete discovery.

Was there anything that surprised you about the cops?

The everyday side of those guys is very normal compared to artists and people from
the cinema world that | know. Cops are pretty straightforward and simple people,
and they don’t have that that cowboy thing you see in films. They’re normal people
who drop their kids off at school before picking up their guns and going to work.
But they see some pretty foul stuff — they're like society’s dustbins in a way. So they
all have a certain sense of humor, without which they couldn’t survive — like doctors
or war reporters - and they’ve all got interesting stories to tell. When | was writing
the script, | was telling my friends about the experiences | had when | started with
the police. | had the status of a low-ranking officer so | was discovering things
through the eyes of a novice. Then | wondered why not describe what | was seeing
and | had the idea to make my hero a guy just out of the academy who starts a new
job and discovers everything. Then we could discover with him.

Why is the representation of the police in your film so different to what
one sees on TV and in films in general?

The majority of people from TV series have never set foot in a real police station so
they make things up, and it’s all nonsense. The other day, | was watching a series
and the police were coming out of the station with their ‘police’ armbands on like
zombies. But police armbands are what you put on when you arrest someone, so
you don’t get mistaken for a criminal, whereas on a day-to-day basis, you want to be
in plain clothes so you don’t get recognized. So how could they all be coming out of
the police station with their armbands on? People get inspired by films they’'ve seen,
films that were inspired by books, which were inspired by films. Because everyone is
inspired by each other but nobody actually goes back to the source, everything ends
up confused.

It was a luxury for me to go there, to go out for drinks, to eat, discuss, and chat to
cops on the phone. All that time | spent with them helped me to understand the job.
But to do that, you have to become a cop right away, otherwise you can’t go
anywhere with them. The thing is to immediately start dressing and talking like a cop
so everyone thinks you are one, and you can join in their day-to-day business. Then
you can try to grasp what it feels like to be a cop, how to behave and how to live.
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During the preparatory phase, do you record or take notes?
No. | don’t take notes; I have it all in my head.

Even for the autopsy scene?

You watch — there’s no need to take notes. Then for the shoot, | wanted a perfect
fake cadaver but that costs $50-75,000. | didn’'t have the money, so since | couldn’t
film it, I only had the sound to demonstrate the horror of the thing. Before doing the
autopsy, we chilled out a little so the humor at the start of the scene is very realistic.
Then | filmed the face of the cop for whom it's routine, then the lieutenant’s face —
the same that I had worn during my first real autopsy, and that's where the scene
hangs. It's very quickly done, in five shots: the joke, the disgusting noise, the shot of
Roschdy Zem, the shot of Jalil Lespert, the report and that’s it.

It’s not sure the scene would have been more violent if you’d had your
‘real’ cadaver, if you hadn’t had to

settle for doing it with just the noise.

| used a pig for it: the forensic scientist was cutting up a pig. If the camera had
tilted down a little, you'd have seen pork. If | hadn’t done any autopsies, how could |
have directed that scene? At one moment, the actor playing the forensic expert took
the lungs, and threw them over to weigh them. | knew that it's not done like that,
and that the dead have to be respected: you put things down gently, not throw
them around like meat — we're not at the butcher’'s now. | was able to say no, and
that we would shoot it again, that he should put them down more gently. Simplicity
in this business is first and foremost going to ask people who actually do the job how
they do it. But often | use the real people. For example, the translator in the film is a
real Russian translator for the police. Why get bogged down in trying to find an actor
who speaks Russian? You just have to win their trust and then you're off. Or, | use
people from the crew. | really like being able to do things for them, and from time to
time | slip them a bit part. The problem with bit parts is that you can’'t make a
character come to life alongside a known actor in the same scene - the audience will
just look at the actor. But on the other hand, they would be able to believe in an
unknown. It's a terrible prospect for actors — it takes work away from them.

But your film then ignores the narrative codes of the ‘cop movie’.
Filmmakers have no codes — you do what you want. But | have respected the logic
of what I've seen. That's why I chose a trifling crime — in reality, there are lots of
insignificant crimes, crimes for $300, that aren’t at all glamorous like in other films.

There is a certain disenchantment running through the film...

I'm always keen that my films reflect the state of society at the time. Young people
are disenchanted, they don’t know who to vote for, people don’t understand
anything, there’s war, terrorist attacks and misery. You can't really see what’s left to
be invented because we've got everything — TV in our pockets, on our cell phones
and everyone travels. More and more young people are starting smoking and
drinking earlier and earlier because they don’t believe in anything. | want a film to
reflect the society at the time. If it changes, in 50 years’ time, the film will still bear
witness to the way society was at that time. In DON'T FORGET YOU'RE GOING TO
DIE, I insisted on putting the date in the titles. And AIDS is still around.
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LE PETIT LIEUTENANT is very explicit regarding violent acts towards
foreigners.

Racism isn't just far-right politicians like Le Pen or De Villiers, but everyday actions
that have real violent implications for foreigners. | was asked if I wasn’t concerned
that I'd be considered racist because in the film, the bad guys are Russian and not
French. This is mainly because out of 100 people in police custody, 95% are foreign,
and that’s the truth. These are the people most in need who get into most trouble.
It's logical. How can

| be criticized for being racist when the film sets out to expose racism?

The only moments that aren’t violent are very short ones dealing with love
or friendship.

Or drinking. For me, the bar is a very important place. That's where you see all kinds
of people, and it's an obligatory stopping-off point for a filmmaker. Many things
happen in bars: you meet actors there, have meetings, get together after a funeral,
and celebrate many moments in life. In the Middle Ages, people met in cathedrals,
and did their business there, chatted people up and dealt with their problems. The
early days of theatre took place in cathedrals. Now it’s in the local bistro. The big
difference is that you can drink.

Twice, the film follows Vaudieu’s visits to Alcoholics Anonymous.

When you want to stop drinking like she does, the fact of not drinking becomes an
obsession. But you can’t film inside people’s brains, you can’'t show their permanent
obsessive thoughts, so twice, these scenes remind you of the problem of alcohol.

The way you deal with alcohol is cold, without being indulgent but without
condemning either.
You can condemn a vice but not a sickness.

Does the idea that you will eventually have recourse to drugs to be able to
cope with life refer to alcohol or other drugs?

All societies throughout history have needed a coping mechanism to deal with life. In
the depths of the Amazon rain forest, guys cut down trees, make an alcohol with the
pulp and let rip with that. Everywhere people smoke crazy stuff — man has always
found a means. I've always said that in Asterix, you could replace the magic potion
with alcohol and it would be very believable — except that Obelix wouldn’t be allowed
to touch it because his parents would have been alcoholics. When | was talking to
the factory workers from TO MATTHIEU, I realized they all needed something: you
can’t just do the same thing all day long if you're not a little high. War is the same —
men get stoned before they fight. It's the same in the police — after having done an
autopsy on a mother and her three children killed by hammer blows, the first thing
you do is go to the bar over the road and have three brandies. Otherwise, you
couldn’t do it.

Why is our society so hypocritical regarding necessary drugs?

Everyone knows that everyone takes drugs. Everywhere and in all sports, even
boules. It's just that you can’t show it, it has to remain discreet, and anyone who
isn’t discreet about it, upsets it all. An alcoholic is someone who drinks as much as
you do but whom you don't like.
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Why did you make the ‘petit lieutenant’, Antoine (Jalil Lespert), such a
tender, kind and naive character?

I always saw him as a nice guy — the name ‘petit lieutenant’ is affectionate, you have
to be drawn to him, otherwise you won'’t care when he dies. There are many likeable
cops and it's difficult to get that across. They're not at all great clichéd idiots with
moustaches and uniforms.

Most of the secondary characters are pretty vivacious. But the petit
lieutenant holds back a little more, and doesn’t have any apparent
harshness.

He’s just out of school so he won't have adopted the same kind of behavior as his
colleagues yet, nor can he just be himself: you're judged and watched, you have
responsibilities, you have a gun and you've just come out of school. He’s like me
when | was doing a film directing internship — even if I was quite a colorful
character, it was pretty badly looked upon by the production managers. No, you
have to play it low-key. After a year or two,

he’d begin to feel a little more at ease.

The petit lieutenant finds it hard to just live his daily life, in his
relationship with his wife.

He doesn’t want daily life. | became a filmmaker because of films, because | don’t
want to spend my life in an office and because unexpected things happen in my
business. Like with the police, who go to work in the morning and don’t know what
will happen a second later. That's great fun, and you can'’t put a price on it — you
never know what you'll be doing on any given day — four tons of marijuana, a hold-
up or nothing at all.

There are quite a few common elements between cops and filmmakers. We have
access to forbidden places, we can go anywhere, places others can't.

The paradox is that you are passionate about real life but you escape it
through cinema.

Yes, one critic talked about legal delinquency: having the right to do forbidden
things, to have lots of privileges, to queue-jump. You feel privileged... but not a
superman. It's pure curiosity. The autopsy I put in the film for example — it’s
fascinating, | always dreamed of having the chance to see that for once — you can'’t
go through life without knowing what you look like inside. Not everyone can do it
and | did it.

Vaudieu’s character was originally going to be a man. What did you gain
by giving the role to Nathalie Baye?

It brought tenderness. You are more emotionally involved and everything is more

fragile than if it had been a man. I can no longer imagine the last scene of the film
with a man in it. And a woman who drinks is always more tragic than a man.
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The film is constructed in two parts, beginning with one character and
ending on another.

I call that Vaudieu’s taking control of the film. I begin with a young guy, the petit
lieutenant, and everyone thinks the film is a thriller about him. And at the end, you
wonder if it isn't a film about alcoholism, on the scars it has left on a woman.

Did you think the film would also be a self-portrait made up from several
characters when you began?

At first, it was subconscious, and then | realized and explored it in more depth. To
do a self-portrait partially through a female character is something I don’t know if I'd
have been able to do a few years ago.

You’re working with Nathalie Baye for the second consecutive time after
TO MATTHIEU. What do you like about the actress and about the woman?
What | really like about her - and that’'s why it really works with me - is that she’s
very strong, powerful, intelligent and energetic but there’s something really fragile
about her. I'm also really strong but have some pretty weak characteristics. | needed
someone for this character who | could totally trust, and to whom | wouldn’t be
obliged to explain everything | wanted and everything | was doing. It went so well
on TO MATTHIEU that I knew she would trust me and totally let herself go, and she
does it with an intelligence that goes beyond intellectual discussions. It's more than
just having things in common or brains that function on the same wavelength. It’s
exactly what happened in the film with all the actors, with Roschdy Zem, Jalil
Lespert, Jacques Perrin, and Antoine Chappey: there were hardly any discussions on
how to direct the actors. | had the feeling they’d understood everything. It's nice to
feel that you've got a whole set thinking the same thing as you. The only danger
was that often, we were pretty close to bursting out laughing, it was just a question
of who would start it off: Chappey makes you laugh without even doing anything,
Nathalie Baye is the first one to go off, and

Roschdy Zem and Patrick Chauvel are great laughs too. | was totally in harmony with
these actors.

What did Jalil Lespert bring to the petit lieutenant’s character?

He brought his uprightness, his profoundly honest side, and the fact that you love
him right away. | let Jalil get on with it because | felt he was into it instantly. When
we shot the scenes at the police academy, he got there, put on his uniform and
asked a real cop how it happens. A few minutes after, he’'d say, “Ok, I understand”,
then he became the petit lieutenant right there and then, in front of the camera —
because | had already started shooting. | don’t think I directed him much — he fished
around a little and got it all on his own. Then I insisted he took his ID card,
armband, gun and handcuffs home during shooting... We had a good laugh.

To play a cop is a child’s fantasy. How did you reconcile that fun with the
rigors of the film?

You can still have rigor while having fun, it's not a problem. You can really have a
laugh on set and shoot the most rigorous, most realistic shots. | can’t shoot in
permanent role-play, you have to have a laugh and the team has to have some fun.
We're making movies, not working in a bank, so there’s no question of sulking.
When people are doing their job well, they have the right to crack jokes; they can do
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what they like. It has to be rock’n’roll. On many sets, you get the feeling they're all
treading really gently and that makes me stressed — | don’t dare crack a joke or
speak louder than a whisper. You have the feeling you're in a normal job, whereas |
don’t feel like I do a normal job. When I'm filming several days on the same set, |
get the feeling that a routine is being established and that’s no good.

There is a lot of you in the character played by Jalil, yet you seem very
different to one another.

| feel closer to Vaudieu’s character. For example, when the police chief tells her it's
been three years and you're getting nowhere,” and she replies “no, things better
now”. That could be me talking to my producer.

Initially, you weren’t going to act in the film but you ended up taking the
only bad role, the bigoted cop.

Actors hate standing around doing nothing. And in the petit lieutenant’s crime squad,
there are six or seven of them so one has to accept doing some fun stuff, and then
doing walk-ons for the rest of the time. And then there’s the problem of the fact they
have trouble being assholes, saying racist stuff. For example, the Skeletor character
has to do a racist joke but the friend playing the part didn’t want to. For it to be
realistic, it needed a character like the one I play. Cops aren’t all good, you have to
be realistic about that, and they aren’t all angels. It needed someone to represent
that side of things. In the start, | didn’t want to act but then | really did, for the
pleasure of having fun with them. Shooting for me is my leisure, my passion. |
wanted to get into the film. Because I'd played the role of a cop in reality for several
months, it was unthinkable not to act it in my film. For an actor, acting means
having fun. It's fun to play cops and robbers like when you were young. Except that
here, it costs several million dollars and you have real police cars, sirens and
machine guns, extras, you get to block the streets and shoot ammo. You can make a
rigorous film and have fun like a child at the same time.

Is the scene where the petit lieutenant goes along the corridor to the drug
squad improvised?

That is one of the rare shots for which | hadn’t planned the editing a long time in
advance. It's a sequence shot, as | wanted to show the length of the corridor
because it's an initiation. It kind of symbolizes the petit lieutenant’'s dream — and
there’s only 30 more meters of corridor to go to reach it; it's like being born again.
At the end, he’ll be a real cop, he’ll raise his glass and let go, there are drugs, drink,
jokes, and he’ll be one of the gang. In that scene, | only used real cops. I simply
said to them: “you’ve done this lots of times, you often have little parties when you
nab some dope. And often you welcome the kids just out of the academy. Well just
do the same thing.” And in two takes, it's in the can if you can explain it as simply as
that.

Is all their dialogue improvised?

Yes, they made it all up. And I get that right away. | de-stress them; try to make
them laugh so it’s like time out for them. That's my way of directing, doing it without
them realizing. You have to perform when the camera is rolling and definitely not get
worked up about it beforehand. The proof is that it works: these guys had never
acted in their lives but they made up the dialogue and it's good. | find it increasingly
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easy to work in this way, except with theatre actors. With them | have a hard time.
Like Alain Delon, | believe there are two kinds of actor, and | can’t stand the theatre
and theatre actors. They do too much, they’re not the characters, they just play the
characters. There’s no common ground. | want people to be the characters; | don’t
want them to learn their lines before, but on the same morning, in make-up. It's a
relaxed way and also a very well-thought out way of working.

You are continually juggling fiction and reality. Are there times when this
doesn’t work?

No, it always works. When you put a real Polish homeless person opposite Nathalie
Baye, it works really well, but he doesn’t understand anything that's happening to
him - he sleeps outside and then suddenly, he’s on a set. In this case | tried to relax
him because he was trembling. He was afraid to perform and | asked him if he
wanted a drink. Then | had to stress him out a little because he’s supposed to be
afraid in the film.

I did some tests before, and saw several possibles. Many could have been very good
because these people act in life. When you are sad but you still tell jokes, when you
lie, when you want to seduce someone, you are acting.

If you know how to do that in life, you're capable of reproducing it in front of a
camera. But no theatre actor made up to play a homeless person could do it as if
they’'d spent 25 years in the street, begging and drinking.

Impossible to have those teeth and that look — it's too difficult. You can’t imitate a
life of suffering.

To get what | want, | always apply the logic of least effort. To riddle a car with bullet
holes for example, what’s the point in messing around with getting a special effects
guy? That'd take half a day. | get a car and a real gun, stand next to the camera and
get all the crew out of the way of any ricochets. Alone on set, | shoot the car. It's
done in 15 seconds! It's an example — you have to find the most pragmatic and
simple solution, always doing things is as naturally as possible.

Talking about minimum effort, if you want to film cops going to a baptism, film a real
baptism. You ask the family if they don’t mind, and often they’re happy — there’s
Nathalie Baye and Roschdy Zem and you tell them their baptism’s going to be shown
on 200 screens. Then it's a real baptism and you film it in a reportage style, with
your actors in it. Then you think you'd really like to film the police academy but that
would need 650 extras with two costumes apiece... Why not ask the police to let me
put my actor amongst real cops in a real ceremony? Do it all for real. And that’s it,
done.

The only things | couldn’t get were the corridors of the courthouse, and going into
the judge’s office. Some asshole stuck a bomb in front of the Indonesian embassy,
and the terrorism threat level went to red. Filming was forbidden. Now it's getting
even better than documentary where the criminals’ faces are blurred, the cops are
blurred and often the houses too — you might as well make a radio program.
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When you are put someone who has never been in movies like the guy
who plays Kaminski face to face with Natalie Baye, do you know it’s going
to work?

No, because I'm not sure he’ll come to the shoot. To find him and the others, I
contacted a charity that offers shelter to homeless people. They sent us a few
people and | did tests and asked them to come back, partly to see if they’d be on
time. They were given cell phones so we could get in touch with them but you can’t
control these people. You don’'t know how it’'s going to go, it's a big gamble. You
could film two days with a guy who, on the third day, goes AWOL. But I think it's
worth the risk. And besides, you control the mood on set, the people have to enter
my bubble, the only thing in it is me, it's my world. Everybody quickly understands
the relaxed mood; you give them a little joint, have a little drink... It's a very
instinctive atmosphere. Many people off-set thought | didn’t do anything on this film;
I had everything so under control.

It’'s like you are working with a family, often with the same people. Is that
to put you at ease”?

I've wanted to work with Roschdy Zem and Antoine Chappey again for a long time.
It's also to protect me: not all technicians are very talented, so if you find some who
are, you don'’t risk letting them go. You have to limit the risks and protect yourself
totally. On this film, | was protected with the technicians, the actors and the script.
After that, it's improvisation and there, you have to be a real gambler.

Your way of filming is anchored in the original principles of cinema, as if
you have total confidence in it.

Cinema saved my life, so | have boundless confidence in it - | love this job. It's not
even a job, it's my fix. When 1 think about my childhood, about where | came from,
and about what | could have ended up doing there... It was unthinkable; someone
had to get me out of there. When | was 18, | left home, and it was the cinema that
said to me: “Come on, your life’s going to be a bit more fun, you're going to travel,”
like a fairy godmother that came to get me.

You sought it too.

Yes, and | want to give as much as possible back, by making films with an even
more important message, and even more rigor. It's also about respecting the viewer.
If people make the effort to spend money, to take their kids to see your film, it
mustn’'t be the same thing as on the TV, it has to be better.

I got into cinema fairly quickly. | started to go a lot on Wednesdays when | was
boarding in Calais, and then my parents gave me a VCR. At the weekend, I'd watch
four or five films. | devoured all the Jean-Paul Belmondos, thrillers, war films,
everything available. And then | decided that’'s what | wanted to do. You see all
those names on the credits, it's not just Delon but lots of people, so it can’'t be as
inaccessible as all that. Then there was the impact of Claude Chabrol's M LE
MAUDIT, explained by Jean Douchet at the Calais cine-club, when | realized that
cinema wasn't just entertainment but such an intelligent, brilliant, complete and
fascinating art form that encompasses so many things: comedy, theatre,
architecture, dance, painting... | couldn’'t do anything else.
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An art that didn’t intimidate you?

No. You do your first film at 23 and you have no idea. In any case, how do you know
if you're any good at a job if you don’t do it? It’s like if you wondered if you were a
good driver without ever getting in a car — how do you know until you have your
license? As for the weight of the history of film, that excited me. Each time | try to
make a slightly more complicated film, to set the bar a little higher. It's like cars —
you buy a better one each time if you can.

Your self-portrait through the characters of LE PETIT LIEUTENANT brings
together Antoine’s greedy naivety and Vaudieu’s resigned wisdom.

| try to reconcile the two in life, trying to find a balance. Since | made DON'T
FORGET YOU'RE GOING TO DIE, I've grown up. I've traveled a lot, and seen many
cultures, | have children who have grown up too, and I've lived through painful
things. That state of global understanding of the world, politics, the mafia and all the
rest — is pleasant, pleasant yet scary at the same time.

How can you stay honest and faithful to your vision here, when most
people have to select, to make concessions or kowtow to others?

It requires a little effort — you have to find the producer and the people who will
trust you so you can do what you like. | found the producer, and now we've made
three films together.

Is it your confidence that enabled you to make this film without a single
note of music?

A film without music is quite rare — normally you have to use it. Before the shoot, |
was asked what | was going to use for music and I said I didn’t know and that I'd
have to listen to the film, it has a soul, and I'd have to listen to the actors and
technicians, but mostly to what the film says. Then | decided to gamble on not using
any. When | flip out, when | walk down the street, | don’'t have a string quartet
hanging around my ankles. Why is it when people flip out in a film, they have an
orchestra following them?



