Close-up on the screenplay for
Le Silence de la Meby Jean-Pierre Melville, 1947

The screenplay

The shooting script

- The document’s history and geography

The shooting script fdce Silence de la MgfThe Silence of the Sea”) is 21.0 cm wide by
29.7 cm high and has 55 pages.

It is very fragile today: time has taken part af tiinding, and dried and yellowed the paper,
so it is very delicate to handle.

Who kept it and where, and when and how it endeith tipe Cinémathéque Francaise’s
collections are a few of the unanswered questibtigsapoint (several of this institution’s
administrative archives have not yet been explored)

This shooting script was probably a one-off gifs #he standard procedure in that day
prescribed, it was added to tGellection Jaung“the yellow collection”), which had been
specifically created to that end and contained s?;@0 documents.

It is not easy to piece together the shooting Esrgiory either. The footnote on the cover and
the handwritten comments on several other pages gtai this copy belonged to Vercors,
the writer of the novel that was adapted into fihis.

Vercors probably used this shooting script unt shooting began.

Then, other people probably used it afterwards. mbst plausible assumption is that the
director or one of the crewmembers brought it te Peoductions Melville.

Then, several technicians used it as a “notepadhf®sound and picture editing.
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- What a shooting script is

In French, the term shooting script means botlsthge during which this document is
written in the film production process, and the wloent itself.

Producing a shooting script involves breaking d@aoh scene of the screenplay into
shooting units called “shots”.

The shots are numbered in the order in which tipgear in the screenplay.

Those numbers are then used to identify each shebwhe film is developed and edited in
the laboratory (for practical reasons, shots atenaoessarily captured in the same
chronological order as they appear in the screghpla

There are about 288 shots in the shooting scridtédSilence de la Meand the actual film
has about 400.

That is mainly because a number of sequences wdexldater (the film prologue, the scene
at the tobacconist, etc.) and because a numbeeags were cut again during the editing
phase. Then shooting scripts only partly matcHithshed film.

Directors write shooting scripts before the shapbegins.
Then, the technical crews and actors use themglthashooting phase to follow exactly

what pictures and sound they have to record fan shot. The layout of the shooting scripts
give them direct visual instructions.
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- The visual components

As on any other shooting script, the informatioguieed to produce the image is listed in the
left column, which takes up two-thirds of the page.

To the right of each shot number, an acronym irtidg#he framing that Melville wanted: PG
stands forplan general(or long shot), PM fomplan moyen(medium shot), PA foplan
américain(close medium shot), PR fptan rapprochémedium close-up), GP fgros plan
(close-up), TGP fortres gros plan(big close-up) and DE fodemi-ensemblémedium-
distance shots).

The writing in the middle describes the locatidme tacting and the setting (camera view
points and movements, possible special effects, etc

The many handwritten notes show that this documwastused to edit the film after the
shooting stage:

- A few notes provide instructions for shot editiagcrossed-out paragraph denotes a deleted
shot, a line in the middle of a dialogue showstaa@od added numbers mean new shots were
inserted;

- A page of notes lists the transition effects lestw scenes on the first reel that were to be
produced in the lab (fade out, cross-fade, wipe).et

It is impossible to tell who wrote these notes. Wikl had said that he had teamed up with
the director of photography, Henri Decaéo edit the film, but there is no way of ideniify
who wrote what. The director, director of photodnapeditor (uncredited) or lab technician
may have used this document during the editingestag

! Le Cinéma selon Jean-Pierre Melvill®&ui Nogueira. Editions de I'Etoile, 1996, p. 44.
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- The sound components

The sound components are listed in the column emigint hand side.
There are basically three categories: the voicealralogue and music.

It also mentions a few sounds such as a door ogamishutting, a ticking clock, and a few
acting instructions and notes about the characteosd (“dejectedly”, “deliberately”,
“briskly”, etc.).

Each noise is listed in the sound column matchiegpicture column. Each sentence, noise
and background music is by the moment it occutherfuture plan. “Have a good night”, for
instance, is between the two actions in shot 48 snttered between them.

The type of sound (music, voiceover, characterldpgais noted before it, so it is easy for
everyone to understand it (when an actor has t@adiang, the sound engineer has to make a
noise, etc.).

It also includes the sound transitions between shoh (the music fades out, the music stops,
etc.). These transitions were added in an auditoatier the shooting phase, when the film
was mixed.

The sounds, like the pictures, were imagined duttiegwriting phase. But, like the pictures,
they changed considerably from the first drafti®e final version of the film. The shooting
script listed what sounds were inserted wheredtkdd a lot of the information required to
create them (their intensity, tone, hierarchy aybut).
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- Vercors’' mark

Vercors originally objected to the whole idea ahing his novel into a film. Then he took
over, supervising every detail of the adaptatioth mxaking sure nothing drifted from his
book’s original spirit.

In Melville’s own words in the newspap€ombatthe 16 of April 1949, Vercors “wanted
his novel reproduced line by line.”

The novelist’'s handwritten notes on this documielentified by Francois Bruller, Vercors’
son and representative heir, show that he watchedtbe last stage of the writing of the film,
suggesting amendments to Melville’s shooting script

He annotated his copy with issues involving:

- Direction (he suggests adding or altering shots)ekample, he wanted to film shot 7
from a different view point and accordingly handterbis suggestion on the
typewritten shooting script; Melville went with adding a second shot based on
Vercors’ idea, to the original shot 7;

- Dialogue: he tightened up a phrase (p. 36), aneédddrief “Voix off continue le
récit” (voiceover takes over here) (p. 4) in thaldgues column to indicate an extra
commentary.

He probably made these suggestions before Mebtidided shooting in August 1947, as a
number of them made it into the film.

However, he made further corrections once the sigbid started. In a draft letter dated the
21 of September 1947, now in the Bibliothéque Dguoe listed more amendments, writing
to Melville, “Please find below the list of shotssaciated with these comments, and please
do not put them into effect before | return.”
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The soundtrack

- The soundtrack’s components

ThelLe Silence de la Mesoundtrack comprises the music, voices and sounds.

The music by Edgar Bischoff runs through the eritine, except for the prologue, caveat and
epilogue.

The music stops to underscore a few scenes offficerés arrival, his rendition oThe
Beauty and the Beadtis story about his combat on the tank and hisatogue when he
returns from leave.

The film’s music is mostly narrative. The only t@rceptions are the two scenes in which it
is part of the action (or source music): Werner #mnennac playing the harmonium (J. S.
Bach’sPrelude No. 8and his friend playing the guitar and singing.

Voices fall into one of two categories: voiceovadalialogue.

They both draw extensively on the original novaplaining the distinctly literary tone.
The voice in the voiceover is the old uncle renaimg a story through his memories. The
dialogue is sparse. As the two hosts say practicaithing, their guest mostly delivers
monologues.

The only real dialogue is between Wehrmacht officand in Germah.

The sounds also fall into one of two categoriescjt or recurring sounds (doors, footsteps,
objects being handled, engines running, dogs bgykitt.) and background atmospheres
enveloping scenes (battlefields, streets, etc.).

Silence, paradoxically, is also a background atrmesp The particular way in which it
intertwines with the sound makes it perceptibles $hunds and backgrounds create an
atmosphere that tones with the pictures.

! Not all currently available copies of this film aebtitled, as they seem to have been when it insts f
released.
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- Silent shootin@

Other than the director’'s and a few actors’ accauthiere is not much information available
today about how this film’s soundtrack was produced

Watching and listening to the film leads to thedasion that sound was only recorded live
on the set when scenes were shot in the studis¢dme of that of the German officers’
evening do, for example). The dialogues, backgratmbsphere and sounds accompanying
them were therefore recorded synchronously.

All the scenes in natural settings were shot witlsownd. Set photographs show no sound-
recording contraptions, but do show a Debrie cameraich was purportedly too noisy for
direct sound pick-up.

Melville has said that he shot the film “withoutptaring the sound during the shootirfogs
doing so would have entailed technical and humaauees he could not afford.

This film’s soundtrack was therefore produced dftershooting phase.

! A well-known French manufacturer of filmmaking gument.
2 Les Echos du Cinéma, TV show, aired "l January 1962.
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- Soundtrack production

The various components of the Silence de la Mesoundtrack were produced separately.
Concerts Colonne, a French symphonic orchestrarded the music under Paul Bonneau’s
direction.

The voiceover and occasional dialogues were pastkspnised in the studio: the actors read
their lines from the screen while watching the film

Sounds, at the time, were usually recorded in ait@iuum, with a sound-effects specialist
producing them “live”, i.e. while watching the filrMelville, however, had a tight budget and
might have salvaged the sounds he needed from Hirist in the cutting rooms(Bins

where unused parts of shots are stored).

There is a record of this in the shooting scrinBwritten lists of sounds were added
alongside the typewritten text on pages 3 to 9dises’ footsteps in the snow”, “glass door

L1 N L1}

closing”, “clock”, “log fire”, “horse on road”, etc

As each of the 10 lists matches a picture reel rur(reels lasted approximately 10 minutes),
it is plausible to assume that they were produdisl the picture editing.

Once the three tracks — the speech, music and seuweére ready, they were mixed in the
Billancourt studios during the optical mixing phase

The mixed version was then placed alongside thengidrack. As Melville was making this
film on a shoestring, it is hard to tell how maeglinicians worked on this stage, and what
exactly Jacques Carrére, who was credited as ssngideer, did.

! From a 2010 interview with Rémy Grumbach (a filiredtor and Jean-Pierre Melville’s nephew).
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Staging sound (Daniel Deshays)

- Silence, condition to listening

Philosopher Paul Ricceur argued that “the first stepaying something is not talking, but
remaining silent and listening”. Words, it follonsan only materialise provided that shared
expectant listening — i.e. silence — allows them to

The notion of silence as a precondition is no daulfoy Vercors uses it as the perfect way to
corner the German officer into speaking. Silences wa uncle's and his niece's way of
refusing to collaborate, even verbally, with theuwaying forces.

Melville used silence to build his sound using degpoints, interspersing noises, voiceover
and music.

He sets up a sound scheme carved out around antilegous sequence of brief, surging
noises (Wehrmacht cars leaving and arriving, vorefac slamming the door, each actor's
footsteps).

These sounds contrast with the continuous souraseg@vers, music, ticking clocks).

- The sound of silence and what it means

Silence may not be the best way to get film actéfrthe ground, but it builds up sediment
where successive unexpected events can take rdaipen up a closed room to the outside.
The discontinuity that the silence creates mak&asdalen event possible at any moment. Each
sound denotes movement, each movement suggessiuthgon might suddenly change. It
provides the perfect amount of tension to afforel $lence an active role, and thereby allow
spectators to accept it.

The fact that it lacks the continuous backgroumdosphere that usually envelops indoor and
outdoor film scenes means that sounds announcetisiogerew every time they ring out.
Suppressing the background atmosphere betweenseacil and each speech sharpens the
silence’s presence. It is not the silence sprinkléth minor background noises we hear in
films today: it is silence bled empty, like the aneahe theatre, and it envelops this fable in an
abstract and universal rather than anecdotal arstrittive depth.
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- Variations and counterpoints

Facing the unexpected, the constant clock tickiergains. Not only does it underline the
reigning silence, it also signals real time pas$ggUshering it in or out, by increasing or
decreasing the volume, adds a subjective compdhaniclashes with its objective, regular
metrics. It is fine-tuning its intensity that makese heavier and silence more palpable.

Edgar Bischoff's and Bach’s music plays contrastiolgs. Bach’s music is a cultural bond

that the officer and the niece share. Bischoffassical construction interprets relationships
between the characters, but nevertheless triggeekinff points, with dynamic variations or

suspense ushering in the silence. It freshensaifatile with a broad variety of themes.

The sound construction around Von Ebrennac’s drisvperhaps the most telling exponent:
the music, the barely perceptible ticking clocke tknock at the front door, then music
crescendo, the door opening, the music stoppirgelitck ticking louder and louder, and the
officer finally saying ‘S’il vous plait. So it is the overall way in which the componeats
arranged that the silence, built by a successi@oonds, makes the scene dramatic.
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“Le Silence..” by Melville

Adapting “Le Silence”

- Vercors’ novel
Vercors'’ first signed novel,e Silence de la Mewas released illegally in 1942.

Vercors was a nom de plume: the author was illtesti@nd engraver Jean Bruller (1902-
1991). His novel was his way of refusing to surmus principles under pressure from
German occupying forces, and condemns a portidineofFrench population, in particular the
intelligentsia, for its attitude.

Editions de Minuit, an underground publisher sefarghe occasion, releasééd Silence de
la Merin February 1942.

It published several hundred copies, and a fewheht.ondon, where de Gaulle ordered a
reprint.

As it was clandestine, only a handful of peoplaliea Silence de la MeMany people had
heard of it, a bare few had laid hands on it, ardtcally nobody knew who the author really
was. After the Liberation, however, the novel beeantbestseller and Vercors rocketed to
stardom.

Several filmmakers approached him but he invarialysed to see his book adapted into a
film. His respect for “friends, Resistance soldj@&lsportees” who “clearly asked him not to
let a story ‘that had helped them to live’ be sblatas the reason why he declined proposals
from about a dozen directors.

! Vercors,Cent Ans d’'Histoire de France. Vol. 3. Briand —UiRié: 1942-1962: Les Nouveaux jours, Esquisse
d’'une EuropeParis, Plon, 1984, p. 116.
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- Stubborn young Melville

Jean-Pierre Grumbach, a 26-year-old French Ress&oidier who had made it to London as
Jean-Pierre Melville, readut out the lightthe English translation of Vercors’ novel, in 394
He was crazy about films, very keen on becomingextbr, and hell-bent on directing that
novel.

After the war, Melville wanted to make films. But had trouble breaking into the regulation-
riddled filmmaking business. So he establishedthis company, Les Productions Melville.

His 24 heures de la vie d’un clowh946), a short film, was his dry ruiThen he decided to
tackle his dream: adaptinge Silence de la Mer

The first challenge was to convince Vercors to agke got in touch with him in early 1947.
But, as on all previous occasions, Vercors declidslville tried again, and again: “five
times, ten times,” Vercors remembered. Melvillesdive got this film under my skin. I'm
making it anyway 2

When he saw him “hiring the actors, renting thelgtsi and ordering the costumes,” Vercors
realised that Melville was serious about shootimgftim with or without his consent.

Without alienating his rights, he agreed to theppsal that the young director tendered in
June 1947. Once the film was ready, Melville wosddeen it for a panel of former Resistance
fighters appointed by Vercors. If they approvedwoeild release it in cinemas. If they did
not, Melville would burn the negative.

! « An interview with Jean-Pierre Melville » by Qtie Beylie and Bertrand Tavernier, Cahiers du Cmém
n° 124, October 1961, p. 3.

2 Vercors,Cent Ans d’'Histoire de France. Vol. 3. Briand —UiRié: 1942-1962: Les Nouveaux jours, Esquisse
d’'une Europe Paris, Plon, 1984, p. 116.
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- An “illegal” adaptation

Melville asked Vercors for advice and wrote to hfinyould not like to do a thing without
your full consent®.

Vercors supervised the adaptation, making suespected his novel. But he helped out on
the sidelines, surreptitiously, as he did not wanhfluence the panel’s future verdict. He was
clear with Melville: “There are no misunderstandirigere, right? | promise you nothing, |
authorise you to do nothing. [...] | will not signenthe right to turLe Silence de la Mer

into a film unless it secures unanimous approvahdtthe private screening.”

In that same letter, he nonetheless added, “I anaupious about what you are going to do
and will be following your work sympathetically.”

He went as far as allowing Melville to shoot in hame in Villiers-sur-Morin (Seine-et-
Marne, France), where the action in the novel usfur

The film was also shot and produced “illegally”. M#e did not have a professional card or
production approval and all plans to produce filmse to secure CNC (Centre National de la
Cinématographie) approval. So he was working oatié system. He nevertheless
authoritatively filled several roles: adapting, guging and directing the film.

The shooting conditions were tough. Melville usadhasortment of various films he had
bought on the black market, and shot scenes wheheweould afford the small crew
comprising the three main actors, an electrician, assistants and a director of photography.
The 27 days of shooting therefore stretched owsraémonths.

Melville did get one — crucial — break from Labaia¢ GTC. Its top manager agreed to lend
him the money to develop the film, which the filmkeaedited himself with the director of
photography.

! A letter from Melville to Vercors dated 23 June4T9printed inLes Lettres Francaises® 206, 27 April 1948.
2 A letter from Vercors to Melville dated 26 Juned¥9printed irLes Lettres francaises® 206, 27 April 1948.
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- Release

Le Silence de la Mawas screened for a panel of 24 eminent Resisfagiters, handpicked
by Vercors, on the 28 of November 1948. He did everything possible tegkthem
impartial until the end. Just before the film begaa told them, “You will only help me if
you are honest and sincere when you decide whgtitewant to see this film in cinemas or
destroyed.”

The panel approved the film in front of a grougaefrnalists, who had been invited by one of
Melville’s friends, who was in charge of organisithg event.

Vercors, who would have rather kept this screeseget, reprimanded the young director for
twisting their “pact” to remain discreet. Melvillgued back but probably had another
agenda in mind.

He had another challenge waiting: getting the fililo cinema theatres. The French technical-
crew and film-production guilds resented this faeeing outsider’s attempt to break into the
system and objected to the film’s release.

On the 6" of November 1948, Melville signed the agreemertistributeLe Silence de la
Mer with Cinema du Panthéon, a company run by Pieraebergerwho went on to play a
key role in the story.

He lent the filmmaker the money he needed to fimsking the film, then dealt with all the
red tape to secure the one official document tiafitm needed to make it onto the big
screens: theisa d’exploitation(the screening licence).

The CNC (Centre National de la Cinématographiginaily refused to review the film — and
only caved in under pressure from the Ministemddimation, who in turn pressured the
commission at Braunberger’s request. But therestiths lot of reticence.

Melville said that policemen were posted by thggution booth for the film’s gala, on the
20™ of January 1949, lest the copy be seized.

! Vercors, transcribed in « Vercors n'a pas été isatieander,ibération 30 November 1948.
2 It had previously produced Melville’s sho?% Heures dans la Vie d’un Clown.
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Le Silence de la Mawas released in Paris’ two largest cinemas baak ththe Gaumont-
Palace and the Rex — on the 22 of April 1949.

The aura that enshrined the original novel andrsiderable promotion campaign in the
media attracted about 1,400,000 spectitors

Melville expected more but critics appreciatedfiie, and commended its faithful
adaptation.

% Ciné-Passions, *7Art et Industrie de 1945 & 200Hditions Dixit/CNC, in appendix to Ginette Vinairau,
Jean-Pierre Melville an American in PayiBFI, 2003.
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- Synopsis

1941. The German army occupies France and commangeaes for its troops. An old man
and his niece living in a village are requiredddde Officer Werner von Ebrennac, and
tacitly decide not to speak to him.

This graceful, cultivated and wistful young soldspends many a long winter evening
reciting monologues about his love for France asdulture. He despises the war but hopes
his country and theirs will unite.

Conversations with other officers during his leav@aris teach Werner von Ebrennac that
the Nazis are actually intent on subjugating Fraamaexterminating the weak among its
people.

He is devastated and requests a transfer to thterBdsont. Only the announcement if his

departure breaks his hosts’ silent resistance. \Viiating farewell, they express their
appreciation (and the niece’s budding yet stifteee) for him — for the man, not the soldier.
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Melville and the Resistance

- An intimate story

Jean-Pierre Grumbach started his military sennd®dtober 1937 and wore his uniform until
after the June 1940 Armistice. At some (unknownhpio time, he became an agent for the
Combat et Libératiometwork and the BCRA In 1942, he spent six months in a Spanish jail
after crossing the Pyrenees.

He then made it to London, where he worked forBB&RA* before joining thd=orces
Francaises Libresnd serving in the campaigns in Italy and France.

After the Liberation, he kept his alias Melvillehigh he had chosen during the war as a
tribute to the man who had writtédmoby Dick

That period also left him with a personal wound: lwiother Jacques Grumbach’s death.
Melville admired his older brother, who was an lieietual, journalist and socialist activist,
and one of Léon Blum?amost loyal aides.

Jacques was also a Resistant. He was killed, ogrngioney for the Resistance, in 1942,
when trying to cross the border into Spain. Dutimgwar, border escorts had orders to Kill
anyone who seemed too exhausted and might jeopdhdigyroup’s venture. That was why
the jury acquitted the border escort in an asdieesing in 1953. Melville observed the
neutrality vis-a-vis the murderer, who was alsoeaiBance fighter.

Melville did not judge or seek revenge, even ife‘tataclysm that was World War 1l played a
crucial role shaping the filmmaker's care@r.”

That is where he drew the themes that later haungefilms: “friendship, abnegation, a sense
of honour, fatality, fragile existence on the oirtsk and that acrid, bitter but nevertheless
sweet taste of passing time and departing youtl. #aw, faced with developments that their
lives ha;d not prepared them to deal with, men eshand finally revealed their deep-seated
nature.

! Bureau Central de Renseignement et d'Actiree France’s intelligence and action office.

2. French writer and politician (1872-1950)

3. Olivier BohlerVestiges de soi, vertige de I'autre: 'homme denés-guerre dans I'oeuvre de Jean-Pierre
Melville, Th. univ. Lettres and arts: Aix-Marseille 1. EIIANRT, 2000.

4. Philippe Labro, “L’Armée des ombrede tous ses films, c’est celui que Melville préiig, unidentified
journal.
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- Demystification and nostalgia

The action in three of Melville’s thirteen filmskizs place during World War |l.

They are not, in a classical sense, historicalarfiims: they portray French people’s daily
lives under the Occupation and a handful of pespale’stinies.

The four walls of an occupied houselia Silence de la Md.947) tender passive resistance
as a viable option.

Léon Morin, Prétrg“The Forgiven Sinner”, 1961), depicts the relasbip between a cleric
and Barny, and, beyond it, the French people’syelasr life in an occupied town.

L’Armée des Ombre8Army of Shadows", 1969), tells the story of agp of Resistance
fighters and provides a demystified vision of thesiRtance, at odds with the prevalent
romantic and heroic aura it had donned.

These three films — and three book adaptationskesin intimate chord for Melville: “Why

do we choose books? Because there are situatidrseatences that are part of us and of our
lives. There is a lot about GerbierlilArmée des Ombrehat is also about me, and there is
no doubt in my mind that, if | had been a priestould have been like Léon Morir.”

The films are about a period in his life, but aneVer personal storie§. They nevertheless
encapsulate the “tremor of experiené&ven if Melville takes a “subjective” angle that
“certainly does not match reality.Because “wartime was abominable, horrible and...
marvellsous!’4 for this filmmaker, who reminisces nostalgicallgcause “it is part of [his]
youth.”

His entire approach fits into the line by Courtelihat introduces’Armée des Ombre$Bad
memories, welcome: you are my distant youth.”

! Le Cinéma selon Jean-Pierre Melvill®ui Nogueira. Editions de L’Etoile, 1996, p. 40.

% Le Cinéma selon Jean-Pierre Melvill&ui Nogueira. Editions de L’'Etoile, 1996, p. 141

% Philippe Labro, “L’Armée des ombrede tous ses films, c’est celui que Melville préit8, unidentified
journal.

“ Le Cinéma selon Jean-Pierre Melvill®ui Nogueira. Editions de L’Etoile, 1996, p. 163

® Le Cinéma selon Jean-Pierre Melvill&ui Nogueira. Editions de L'Etoile, 1996, p. 164
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Melville or the aesthetics of sound (by Daniel Desglys)

- Obsessive sound

It is not fair to say that Melville’s films are "Buaround sound" or that a wide variety of
approaches to sound govern form. What runs thrdughwork as a whole is a sort of
arrangement of sound.

In an interview withLe Figaro, published on the % of December 1972, he said, “As | see it,
in cinema, the sound is more important than thegemdt’s not the dialogue: I'm not in the
slightest bit interested in that. | mean the soiiself, which | create entirely in the studio,
where | can recreate auditory perspectives thaeatshe essential. [...] Dosing the sound is
tantamount to calculating the exact amount of dtimuor corrosive product you want to
inoculate the spectator-listener with.”

- A limited range

The "sound" defines an essential, lean universe it perspective by using a small
assortment of noises.

It is a vocabulary of sign-sounds that are veryemfteused, originally hovering between
realism and symbolism, which irrigates every onéisffilms: there are winds, trains, ticking
clocks, jazz and other sounds often isolated leneé.

Volker Schlondorff, who served as his assistamyioies a clue: “What he liked about the
gangster ethos was that there wasn't any chitchi&iat is a dogma, so to speak, which guides
his work: it is not the dialogue that provides theaning in the story. There are fewer words,
opening up more space for silence, sounds and music
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- Musical ingenuity

In Quand tu Liras cette Lettré“When you Read this Letter”), a film he directea
commission, he seemed to be testing an all-newdsgenre. The sound variety is over the
top, changes non-stop and the sound is basicalticksdhat it undermines the film’s realism.
The music and sound get tangled up, stressingctienaad-nauseam.

Melville dropped this symbolism ib’Ainé des Ferchau¥The Eldest of the Ferchaux”) and
Deux Hommes dans Manhattéifwo Men in Manhattan”).

The music in these two films unfurls in successiathe jazz joint atmospheres in New
Orleans and New York are defined and documentadsining of songs.

The composers — Georges Delerue, Martial SolatjukscLoussier and Eddie Barclay — had a
mandate to experiment with the variety of formsp&#give music, themes reminiscing the
wide open spaces in the Wild West, twist partied r@cording sessions take over in turn. It is
as if Melville had demanded contingent evocatioaifs and music, rather than a soundtrack
to fit and comment the action.

In these films, as indeed in the rest of his wanksic is associated with the social venues that
parade by. They are mainly jazz bop bands playirtge nightclubs or grand hotels where the
action is momentarily unfurling, or a shindig invarking-class suburb.

In Melville’s work, where characters move about,smal phrases are enough to inhabit the
temporary backdrop. There is nevertheless a difterdetween his first films and his last. In
his early films, the music intertwining with thet@an spans a broad variety of forms —
harpsichords, accordions, jazz instruments andngtg&hat was what composer Bernard
Peiffer did inQuand tu Liras cette Lettrén later films, Melville only uses one musicalastd

for the entire film.

Jazz was still associated with nightclub times sypaces, but stretched to the rest of the story,

regardless of the backdrop — but it still tied inhwhe actionLe Deuxiéme SouffigSecond
Wind”) andLe Samouraare two examples.
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