


BFI IMAX 
1 Charlie Chaplin Walk 
South Bank 
Waterloo 
London  
SE1 8XR 
 
Box Office: +44 (0)870 787 2525 
Switchboard: +44 (0)20 7928 3535

BFI Offices 
21 Stephen Street 
London 
W1T 1LN 
 
Box Office: +44 (0)870 787 4343 
Switchboard: +44 (0)20 7928 3535

BFI Southbank 
Belvedere Road 
South Bank 
Waterloo  
London  
SE1 8XT 
 
Box Office: +44 (0)20 7928 3232 
Switchboard: +44 (0)20 7928 3535

The BFI is proud to present films from the period of  
    ‘la Nouvelle Vague’, capturing rebellion & freedom.

During the 1950s & 1960s film-makers in 
many countries were creating their own  
new waves but the new wave movement  
in France, known as ‘La Nouvelle Vague’, 
turned out to be the most influential.  
The French New Wave directors background 
in film theory and criticism was a major 
factor in this. They changed notions of how  
a film could be made and were driven by a 
desire to forge a new cinema. 
 

The films had a casual and natural look  
due to location filming. Available light was 
preferred to studio style lighting & available 
sound was preferred to extensive studio 
dubbing. The camera was often very mobile, 
with a great deal of fluid panning and 
tracking. Often only one camera was used,  
in highly inventive ways; following characters 
down streets, into cafes and bars, or looking 
over their shoulders to watch life go by.

Screening: Wednesday 1 December 2012, 6pm 

THE FOUR HUNDRED BLOWS (LES QUATRE CENTS COUPS)
The Four Hundred Blows is the semi-autobiographical story of Antoine Doinel, a boy trapped 
in a life of contemptuous authority who turns to outward rebellion.  The boy, although not 
necessarily evoking sympathy from the audience, definitely evokes empathy. He is a pathetic 
character forced into his position by his teacher and his almost uncaring mother. Throughout 
the film, Truffaut hints at the possibility of a happy life for the protagonist, but just as soon as 
the ideal is given to us, it is taken away. The mood shifts in the film are fabulously orchestrated 
through contrasting scenes, music, and even acting. From the opening sequence through  
the final, enigmatic still shot, the movie is a masterpiece of French New Wave cinema.

Screening: Thursday 2 December 2012, 6pm

BREATHLESS (A BOUT DE SOUFFLE)
The plot, though intriguing, is secondary to the incredible presentation. Use of hand-held 
cameras and jump-cuts (where the director cuts from one angle to a shot of the same angle  
a second later, a stylistic effect that can show freneticism or boredom) were revolutionary  
at the time, yet can still surprise and delight today. Jean Seaberg is excellent, with the nicest 
accent you’ll ever hear. A virtuoso display from Jean-Paul Belmondo as Michel Poiccard makes 
the viewer swoon and scorn in equal measures. He doesn’t make it easy for us to empathize  
with him, yet we still do, and in doing, we feel we have earned something.

Screening: Friday 3 December 2012, 6pm 

JULES AND JIM (JULES ET JIM)
The fundamental impossibility of a menage-a-trois tears at the foundation of the deep  
friendship of the title characters. In pre-WWI France, a shy German Jew Jules (Oskar Werner) 
falls in with somewhat more outgoing Frenchman Jim (Henri Serre). Visiting their mutual friend 
Albert (Boris Bassiak) he plays them with slides of Greek sculptures that he’s rescued, one of 
which grabs their attention with its enigmatic smile. They decide that if they ever find a woman 
with the same look that they’ll grab her and never let go. Inevitably this apparition appears,  
in the form of Catherine (Jeanne Moreau). A quite astonishing film, Truffaut has conceived  
a fragment of cinema which is wonderfully alluring and a joy to watch. 

Screening: Tuesday 7 December 2012, 6pm

Zazie (Zazie dans le mEtro) 
This early Louis Malle film is a sparkling French farce, very reminiscent of the comic silent movies 
of the 1920s. A precocious little girl, with a foul mouth and a wicked sense of fun, provides the 
catalyst for some deliriously funny comic situations. Zazie dans le métro is not a shallow farce  
but actually serves as a very perceptive and witty satire of French society. The humour varies 
from the obvious (speeded up mad-cap chases) to the subtle (Uncle Gabriel’s questionable 
sexuality). The film has a distinctly Godardesque anarchistic feel towards the end, which serves  
to offer one final damning comment on adult behaviour when set aside a little girl’s quest for fun.

Screening: Saturday 4 December 2012, 6pm

Pierrot goes wild (Pierrot le fou)
Jean-Luc Godard presents a brilliant but disturbing essay on love and a myriad of other things.  
The filmmaker said about this experimental romantic adventure tale “I wanted to tell the story  
of the last romantic couple.” Ferdinand Griffon and Marianne Karina (the director’s first wife) take  
to the road as they flee Paris and head for the South of France.  On the road, the film, for the most 
part plays out as an unconventional gangster story, and eventually a murder. It ends with a full  
view of the magnificently blue Mediterranean sea and a quizzical voice questioning the nature  
of things by using lines from a Rimbaud poem to ask: “Eternity? No, it’s just the sun and the sea.”

Screening: Monday 6 December 2012, 6pm

Contempt (Le MEpris)
Intergalactic secret agent, Lemmy Caution (Eddie Constantine), is sent from ‘the lands outside’ 
to Alphaville -- a futuristic city where love has been outlawed and the population are strictly 
controlled. His mission is to investigate the disappearance of fellow agent Henri Dickson  
(Akin Tamiroff) and to capture or kill Professor Von Braun (Howard Vernon), the man responsible 
for creating the Alpha 60 super-computer which rules Alphaville through cold logic. Enlisting 
the help of Von Braun’s daughter, Natacha (Anna Karina), as his guide, Lemmy sets out on a 
nightmarish journey through the bizarre city of Alphaville in his quest to find the professor  
and destroy the world he has created in the name of free thought and genuine human emotion.

Director: François Truffaut 
Producer: François Truffaut 
Screenwriter: François Truffaut 
Stars: Jean-Pierre Léaud,  
Claire Maurier, Albert Rémy,  
Guy Decomble

Director: Jean-Luc Godard 
Producer: Georges de Beauregard 
Screenwriter: François Truffaut 
Stars: Jean Seberg, Jean-Paul 
Belmondo, Henri-Jacques Huet, 
Claude Mansard, Van Doude

Director: François Truffaut 
Producer: Marcel Berbert 
Screenwriter: Henri-Pierre Roché 
Stars: Jeanne Moreau, Oskar 
Werner, Henri Serre, Vanna Urbino, 
Boris Bassiak

Director: Jean-Luc Godard 
Producer: Georges de Beauregard 
Screenwriter: Jean-Luc Godard 
Stars: Jean-Paul Belmondo,  
Anna Karina, Graziella Galvani, 
Aicha Abadir, Henri Attal

Director: Jean-Luc Godard 
Producer: Georges de Beauregard 
Screenwriter: Jean-Luc Godard 
Stars: Brigitte Bardot, Michel Piccoli, 
Jack Palance, Giorgia Moll

Director: Louis Malle 
Producer: Louis Malle 
Screenwriter: Louis Malle 
Stars: Catherine Demongeot, 
Philippe Noiret, Hubert Deschamps, 
Carla Marlier, Annie Fratellini
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Film: Michelle Williams > Photography Mikael Jansson 
 A Big Breath > Florence and the Machine  

Can we weather the storm? > David Johnston  
Essay > The man who built his own houseUK £7 / $15 AUD / US $12

VENDELA VIDA: I know you were born in 
Montana, but are you of Scandinavian descent?

MICHELLE WILLIAMS: I’m Norwegian.

VIDA: I thought so, because Ingrid is 
your middle name and your mom has a 
Scandinavian-sounding maiden name: 
Swenson. Did you ever hear Norwegian in the 
household, or did you ever go back to Norway?

WILLIAMS: No, I’ve never been, and my 
mom didn’t speak it. We made a lot of lefsa, 
a Norwegian dessert, to compensate. I was 
talking to my grandma on the phone maybe  
a month ago, and she said, “Did you ever  
hear this story about Inge? Inge Jacobin?”  
I said, “No, but it’s a great name, Inge Jacobin. 
Tell me about Inge Jacobin.” Inge Jacobin 
would be my great, great grandmother, I think, 
and she was a stowaway. At 15 years old, she 
got on a boat from Norway, made it to Ellis 
Island, and then hopped on a covered wagon, 
and that’s how they got to Montana. I found  
that out after I made Meek’s.

VIDA: That’s so weird. Traveling in a covered 
wagon is in your blood.

WILLIAMS: Yes, some part of me has done this 
journey before. 
 
VIDA: And didn’t you go off and live on your  
own when you were 15, too?

WILLIAMS: I did. It gave me so much comfort. 
Why did I have that urge? I think it was Inge 
Jacobin’s bones kicking around in me.

VIDA: When you went to live on your own,  
did you go to L.A.?

WILLIAMS: Yeah, I went to L.A. At that point  
my family was living in San Diego, so it wasn’t 
as big an undertaking as Inge Jacobin’s. 
I hopped around from crappy apartment 
complex to crappy apartment complex in  
the Los Angeles area.

VIDA: Were you still close to your family?  
Or was it one of those breaks you make  
when you’re 15 and later patch things up?

WILLIAMS: It was kind of a break. It didn’t last 
too terribly long, thank goodness, before I got 
Dawson’s Creek and moved to North Carolina. 
So I had about a year in Los Angeles solo.

VIDA: Do you remember anything about  
getting your first apartment? I ask because 
when I was 15, I somehow convinced my 
parents to let me go Eurorailing by myself, and 
I remember checking into an inexpensive hotel 
in Paris. First thing I did was buy a baguette 
and some YOP drinkable yogurt and place 
them on a windowsill with a view of Paris in the 
background. I took a picture of that image— 
to me, that photo symbolized freedom. 

WILLIAMS: I had always been kind of obsessed 
with making a home of my own and was always 
drawing rooms that I wanted to live in, down to 
pictures on the wall and the faces that would 
be in the photographs, and how the couches 
would be situated. I just remember moving 
furniture around a lot. I remember that the 
tool included with the Ikea furniture promised 
to assemble everything but didn’t. It was all 
light wood, by the way. Norwegian looking, the 
sales guy toldme. I sat in frustration with a 
lot of cardboard boxes around me, eating Clif 
bars for dinner because I couldn’t cook. I was 
making house, but at night, because no one 
was there telling me to go to bed. I still have  
a hard time giving up on the day and  
admitting exhaustion.

VIDA: Let’s talk a little bit about Meek’s Cutoff, 
which is the second film you’ve done with 
director Kelly Reichardt—the first being Wendy 
and Lucy. I was wondering what it was like to 
work on more than one film with the same 
director. Do you feel because you’ve spent so 
much time together at this point that you have 
kind of a shorthand when working together?

WILLIAMS: You know the safety you feel when  
a man asks you to marry him?

VIDA: Mm-hmm . . . 
 
WILLIAMS: It felt like she doesn’t just want to 
date me. She wants to marry me.

Tracing the life of Michelle Williams 
Photography > Mikael Jansson 
Stylist > Karl Templer

VIDA: Did you know from the beginning that 
you’d be doing two films with her?

WILLIAMS: No, I had no idea. One day she 
came over to our house in Brooklyn with a 
manila envelope, and said she had something 
special to give me. So we walked upstairs and 
sat on my bed, and she handed me the first 
draft of Meek’s. It really is one of the top five 
favorite moments of my life—it’s right up there. 
Because I wasn’t expecting it. And I wanted it. 
I hope to make movies with her for a long time 
to come. So I guess at this point, knowing  
Kelly has been like an education in film.  
Not that she’s ever tried to teach me, but just 
sort of by osmosis, and being her friend, and 
understanding what she likes, and having her 
reference movies, and then going and finding 
them myself, I feel at this point I know how to 
fill her frame. I know what she wants.  
I know what she’s into. I know what her taste is. 
There are limitations when you work with Kelly. 
There’s a very specific style that she’s after.  
But in those confines you can actually find so 
much freedom because of the specificity.

VIDA: At first I couldn’t believe the film was 
shot in Oregon. It was really interesting to see 
the high-desert part of the state. As I watched 
these three families go across the plain, with 
their guide and the covered wagons, I just felt 
the heat and the toil and the immense effort  
of it. And the weight of those dresses!

WILLIAMS: I know! The dresses . . . I miss that. 
The only part of your body left exposed to the 

sun were your hands. My hands have aged at 
a rate disproportionate to the rest of my body 
because of being out there in the hot sun for 
two months. You couldn’t keep sunscreen on 
your hands; you were just sort of filthy all the 
time. But the dresses, they were ingenious 
for so many reasons. They actually do keep 
you quite cool, because they’re cotton, and 
they also provide cover. Privacy is important 
to women, and when you’re on the trail like 
that, so little is afforded. But with the dress, 
you can actually go to the bathroom in private. 
It provides an incredible shield. You could 
literally be in a conversation with somebody 
and just sort of drop down . . . I can’t believe 
I’m talking about this. I read once that when 
James Dean was feeling inhibited on set, he 
went off into a corner and urinated. I thought, 
How interesting! Then having that experience 
of peeing in private underneath the dress ... 
[laughs] At first I was really scared. You’re 
out there in the desert all day. I mean, what 
are you going to do when you’re a girl? It’s 
hard. We were scared about snakes and all 
these creatures and critters, and it finally just 
became this weird joy to be out there, just 
stuck behind the bush.

VIDA: This is the second conversation I’ve had 
in two days about peeing and long dresses. 
Yesterday a friend of mine was telling me that 
she lived in Rome when she was a teenager, 
and she had this really fabulous friend who 
wore long dresses, of the sort that were really 
popular at the time. Anyway, this girl was on 
a date and was too modest to tell the guy that 

she had to go to the bathroom—and she didn’t 
want to interrupt the flirtation—so she just 
peed as she walked down the street. My friend 
asked her, “Well, weren’t you afraid that he 
would smell the pee?” And the fabulous Italian 
girl said, “No, all of Rome smells like pee.” 
[both laugh]

WILLIAMS: I recommend it. Only men can 
really do . . . Okay, I’m going to stop talking 
about peeing and long dresses.

VIDA: What about the bonnets? In the 
production notes for the film, Kelly Reichardt 
talks about the scope of women’s eyesight,  
just even the frame of what they could see  
in front of them was limited by the bonnets.

WILLIAMS: Yeah, it’s like wearing blinders, 
really. But again, the lack of privacy on the trail 
almost created a sense of privacy when there is 
none. Zoe Kazan and I became close during the 
movie, and we missed our bonnets. I missed 
the whole thing. There were two Winnebagos 
that housed hair and makeup, wardrobe, ADs, 
changing, everything . . . and we’d take our 
dresses off at night and I’d catch a glimpse of 
Zoe’s ankle, and it became like pornography. 
When you’re covered from head to toe all day 
long, you’re not used to the sight of skin, and 
I would sort of avert my eyes because I’d feel 
like I was seeing something inappropriate. But 
we bought bonnets. We’ve been threatening 
each other to wear them in Brooklyn, but so far 
neither of us have been bold enough to break 
them out.

VIDA: Emily, the character you play, and her 
husband don’t have any sexual interactions. 
They barely touch at all. Then when Emily 
interacts with the Native American, who the 
men on the trail capture and try to bribe to 
lead them to water, she gets up close to him 
and offers to fix his shoe. It’s actually a very 
tense sort of sexual moment, because nothing 
else in the film is like that. No one comes 
into the same proximity that you do with him. 
I thought that scene was really heightened 
by how repressed the rest of the people and 
interactions were.

WILLIAMS: I wasn’t expecting that, but toward 
the end of the movie we were all going a little 
nutty, having been marooned in the desert and 
replicating these conditions in real detail . . . 
It felt dangerous. The thing I hadn’t expected 
was that kind of quasi-sexual relationship with 
Rod [Rondeaux, the actor who plays the Cayuse 
Native American] but toward the end—and, as 
I said, I was feeling a little crazy—the movie 
started to take a turn in my own head. I felt like 
it was about one woman’s sexual awakening, 
a kind of spiritual-sexual experience she was 
having with this stranger, with this man.

VIDA: Especially given that Emily’s husband  
has been married before, but Emily is also 
much younger. This is a coming-of-age  
journey for her.

WILLIAMS: Right.

VIDA: In both Meek’s Cutoff and Wendy and 
Lucy, you’re often shot at a distance. Whereas 
in Blue Valentine the camera is so close it’s 
almost claustrophobic. How does that feel  
as an actor?

WILLIAMS: It was in the latter half of Blue 
Valentine that the camera started to encroach 
on us, which it seemed to me was part of 
Derek’s [Cianfrance, the director] intention  
for the look of the film and for the atmosphere 
he wanted his actors to live in. So the 
claustrophobia was something to absorb and 
work with. I try to practice two approaches 
when it comes to what to do with the camera 
in your face: One is to block it out—which is 
actually possible, because if you can believe 
yourself to be a child murderess or imagine 
that a spaceship is landing on your head, you 
can certainly do away with a pesky black frame 
in your eye line. The second is to incorporate 
the camera and the man behind it—I’ve yet  
to work with a female DP—and make them  
into an invisible dance partner. I prefer doing 
this. It can happen when you’re working with 
someone you genuinely like and trust, and it 
incorporates another dynamic of play within  
a scene. It was like this with Derek and his DP. 
I wanted to let them in. One of the best things—
and something I’m grateful for every time  
I walk onto a film set—is my six and a half 
years on Dawson’s Creek and the experience  
it afforded me in how to get comfortable with 
the camera.  Best acting classes I ever took.
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