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PREFACE

DAVID THOMSON

He could be imperious, but then he darted towards mischief if he felt too much pomp was showing. He had a temper and did not enjoy the community of fools, but he was candid and rueful about the chump he could be. There he was – living in England and doing a lot to change London – but he was American, with a voice that had something of Boston, plenty of Paris, a cutting edge from too many cigarettes and his own unexpected shyness. He was like an explorer who had come ashore and seen that there was a job to be done in Britain, or on the South Bank. So he went about it like Walter Burns in His Girl Friday. Not that there was such a girl. Richard was gay at a time when that was not the easiest thing to be. His friendships remained discreet and, as with so many characters from American comedy of the His Girl Friday era, Richard’s gayness gave him licence to talk to women freely, personally and cheekily. They adored him as he delighted in being mystified by them.

What did he do for London? Well, as Michael Temple suggests in his rich Introduction, he sensed he was lucky to be there at that time, as the French New Wave broke on the shore and as it became possible to re-examine Hollywood movies. The National Film Theatre and the London Film Festival had been in existence before Richard appeared, but he whipped them into shape and guessed there was a community of young people who needed to be exposed to a range of cinema. So he defined the Film Festival as a highly selective gathering of the best films (not more than twenty-five for a year) and he was lucky because in those early 1960s the cinema was exploding. But he reorganized our thoughts on the past, too. Large seasons were ushered in – the long survey of French film was vital, and it had a profound effect on the understanding of Renoir and of how the New Wave directors were nourished by their past.

In London in the late 1950s, a controversy had been building at Sight & Sound. It was an estimable magazine, only a quarterly then, but irritated by the way young writers in Cahiers du Cinéma and Positif were going into raptures on American directors: not just Howard Hawks and Alfred Hitchcock, but Edgar G. Ulmer, Samuel Fuller, Nicholas Ray, Douglas Sirk and so on. Many of the films by those directors were not known or not respectable in Britain. Cahiers thought they were raw gold in the stream, and a few young Brits were reading Cahiers and wondering. Richard was the natural translator and enabler for that mood. He never burnt his bridges with Sight & Sound (and he tended to have an incendiary attitude to bridges), but at the NFT he began to do surveys of American film, too: a great Hawks season, recognition of Fritz Lang, Joseph Losey and Nick Ray.

Nineteen-sixty was the moment for this English wave. There were critical disputes over what cinema was, and the NFT was the place where the materials were aired out for the battles. It was a heady time. In 1960, I had entered the London School of Film Technique (that was its name then) because it was the only site of higher education in film in Britain. So I went to the NFT as if it was a university. In time, Richard became film critic of the Manchester Guardian and he seemed to be writing all over the place. Moreover, the London Film Festival was such a success that New York invited him to come and do the same trick at the Lincoln Center. He did it, but, as he said, with the films of the late 1960s and early 70s, how could anyone fail?

Well, failure was easier to find than you might have thought. By the mid-1980s, the films were not as good (we have to admit it) and Richard and the system at the Lincoln Center were often at odds. Eventually, he was fired, and I can’t say that his temper and his casual attitude to paperwork were not at fault. But he was writing – articles and then books. The firing was ugly, decisive in many ways and a sign that film had been taken over not just by academia but by bureaucracy and its power groupings.

So it’s important to know that Richard was not simply brilliant, eloquent and right most of the time. He was a brusque version of Octave in La Règle du jeu. He was on the fringes of the party, introducing people, bubbly with pleasure, and as much at ease with a Godard as with a Minnelli, a Truffaut or a Losey. It’s high time that the world had a good anthology of his work, and I am delighted to be able to read the draft of his Truffaut book. But you should know that in London, New York, Paris and Cannes, you wanted to be sitting at Richard’s table. He knew so much, and yet he was a pretender of genius when his knowledge ran short. He was witty, rude (Richard Rude was heard sometimes), amusing and easily amused. He had dark moods and grievances, too (like Octave), but they didn’t seem to last too long. When I was on the selection committee of the New York Film Festival with Roud and Richard Corliss, Molly Haskell and Andrew Sarris, Jim Hoberman and Dave Kehr, we had to see an impossible number of films, and it was Richard who devised the scheme whereby if two people had had enough we’d turn a film off and move on. But then after a film had been killed, if one of us went to him privately and said he or she really loved the film, it had another chance. If one person was passionate for a film, then Richard kept the door open. He might tease the picture, and his own kindness, but he seldom ignored commitment. It’s understandable that he felt lucky in his timing, but so many of us were lucky to ride on his wave.
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Richard Roud at the National Film Theatre, London, early 1960s. Photograph by Alain Resnais




INTRODUCTION

MICHAEL TEMPLE

He combined acute intelligence with a passion for the best the cinema could do. And he was able to communicate his enthusiasm.

Roud, ‘Face to face: James Agee’

This book was born from a shared passion for the films of Jean-Luc Godard. When BFI Publishing decided to reissue Richard Roud’s classic monograph on the film-maker as part of its BFI Silver collection, I was asked to write a foreword to the new edition. The aim of my preface was modest in scale and scholarly in nature. Since Roud’s study had originally been published in 1967, my brief was to contextualise and evaluate his discussion of Godard, first, in relation to the vast body of Godard-related criticism and scholarship that had emerged in the intervening forty or so years and, second, in response to the extraordinarily rich and multifarious paths that the film-maker’s career had taken – and continues to take – since his 1960s heyday. Apart from the sheer pleasure of rereading Roud’s book, for me it was a revelation to discover how well his Jean-Luc Godard had stood the test of time. Partly this was due to the book’s intrinsic merits, for example Roud’s lively, engaging style; his passionate commitment to Godard’s work and to the cause of art cinema in the 1960s; and his subtle ability to combine close critical readings of the films with a sophisticated sense of their social and cultural context. But I was also struck by two external factors that have only become apparent with the passing years.

The first is what I would call Roud’s historical good fortune. In other words, the simple fact that when he wrote his study of Godard at the end of the 1960s (an updated second edition of the book had appeared in 1968 and a revised third edition in 1970), it was possible for Roud to grasp at that point in film history the entire Godardian oeuvre in both hands, and to look at it critically as a coherent body of work: complex, multifaceted, uneven, mercurial, but apprehensible as an organic whole from the individual viewpoint of a suitably well-informed and lucid observer. Moreover, in his twin role as film critic and film programmer, Roud had been able to follow the evolution of that work as a truly contemporary witness, from film to film, as each new work contradicted or complemented his perception of Godard’s cinema and, in the course of that prolific and inventive decade, no doubt his very understanding of cinema itself. Looking at Godard’s vast and diverse catalogue of works today, no individual critic or scholar would now feel so fortunate or privileged as Roud was in the late 1960s. Few observers would pretend to know the whole corpus in all its periods, dimensions, and formats; even fewer could claim to have lived through its evolution from the late 1950s to the present. There is a second factor, however, that sets Roud and his Godard book apart, but it is more a question of philosophical or spiritual attitude than a matter of historical opportunity. Writing in 1967, in the first edition of his study, Roud had stated very honestly that: ‘No book on Godard can hope to be up to date for very long.’ A mere two years later, trying to come to terms not only with the impact of La Chinoise (1967) and Week End (1967), but also with the events of May 1968 and the dramatic personal and artistic changes that Godard had experienced at that time, Roud went a little further in stating his critical philosophy: ‘Godard’s future development is impossible to predict.’ The wisdom of this phrase struck me as being even more pertinent in the 2010s than it had been some forty years earlier. It helped me to understand that today Godard’s future development remains as wonderfully impossible to predict as ever, and that those of us who feel inspired rather than intimidated by that uncertainty are still the richer and happier for it …

My encounter with Roud via Godard in 2010 was, of course, more of a rediscovery than a revelation, since I knew Roud’s Godard already and, without really making the connection between his other books, I was also aware of his study of Jean-Marie Straub and Danièle Huillet, just as I had explored his Cinema: A Critical Dictionary, and had likewise greatly enjoyed his biography of Henri Langlois. But the writing of the preface did act as a catalyst, insofar as I discovered therein my deep admiration for Roud as a writer, and a certain intellectual complicity in our understanding of Godard, of cinema – and of the limits of knowing anything about either Godard or cinema at all. On a more practical level, I was inspired to find out more about Richard Roud’s life and career in the film culture of the post-war period. For although there was no brief from the BFI to write biographically about Roud himself in the foreword, my professional curiosity led me to try to piece together the different elements of his work, and the available information about his life, into some sort of primitive portrait. This is what I wrote:

Critic, programmer, and author, Roud combined these three complementary strands of his ‘passion for films’ from the late 1950s up to his death from a heart attack in 1989. Throughout this dynamic and polyvalent career, he moved essentially between three cultures and three cities: Paris, London, and New York. Born in Boston, USA, in 1929, Roud had come to Europe in the 1950s to study on a Fulbright scholarship, first in Montpellier, France, then in Birmingham, England. Having initially earned his living by teaching English to US soldiers based in the UK (which would make a nice topic for a sketch by Godard), Roud was to find more rewarding employment when his friend Alain Tanner, the young Swiss film-maker, suggested that he try his luck at the BFI, which was then situated in Dean Street in London’s Soho. It was Penelope Houston, editor of Sight & Sound, who gave him a chance to write film criticism for the organ of the BFI, his first articles appearing in 1956. By 1959, Roud had made himself sufficiently appreciated within the BFI to become programme officer at the National Film Theatre on London’s South Bank; and the following year he was put in charge of the London Film Festival, which was then still in its infancy. In 1962, the founders of the New York Film Festival persuaded the BFI to allow Roud to work simultaneously for their new project, which was largely inspired by the London model. Roud duly served as programme director and chairman of the programme committee in New York from 1963 to 1970, when he was named festival director, a post that he held until his controversial resignation in 1987. Between 1963 and 1969, Roud combined running the two festivals, along with his programming role at the NFT; in addition to which he was working as chief film critic for the Guardian, while continuing to write regularly for Sight & Sound and other film journals. At the end of the 1960s, he gave up the London Film Festival and Guardian jobs (although he still wrote for the latter as a ‘roving arts correspondent’), ostensibly in order to focus on the New York Film Festival. However, Roud remained a multi-tasking, transatlantic servant of the cinéphile cause, throughout the next two decades. In France, notably, he had always enjoyed close contact with many key figures of Parisian film culture, such as Henri Langlois, the legendary director of the Cinémathèque Française, and with film-makers such as Alain Resnais, Agnès Varda, Jacques Rivette, and most especially François Truffaut, whose biography Roud was working on at the time of his death.1

It was this unfinished biography of Truffaut that would become the link between my preface to the Godard book and the current collection of Roud’s known and unknown writings. Having read about the Truffaut book repeatedly in almost all the obituaries and celebratory articles written about Roud, I necessarily wondered whether such a biography had ever really existed, or whether it was one of these unverified pieces of information that, once attached to a name or a reputation, gets uncritically repeated from source to source until it has acquired the status of fact. Via BFI Publishing, who had been dealing with Roud’s estate regarding rights to the Godard re-edition, I was put in contact with Karen Smolens, the daughter of Edith Smolens (née Roud), Richard’s sister. When I enquired about the existence of the Truffaut manuscript, I was delighted to hear from Karen that not only did it really exist, but also that she would immediately send me a copy of it by post. Thus began a collaboration and eventually a friendship that together have driven this project along over the last few years.

The Truffaut biography turned out to be a very substantial document indeed. It ran to some 115 pages, typewritten in single spacing, and amounting to something like 50,000 words. Moreover, I was delighted to discover that whereas the phrase ‘unfinished project’ had led me to expect a fragmented or incomplete manuscript, what I read was very much a full draft of a well-written and thoroughly researched study of Truffaut’s life and films. Nonetheless, in response to Karen’s initial request that I should let her know whether or not I thought it was worth publishing as it stood, I suggested that from an academic point of view too much time had probably now passed for Roud’s text still to seem fresh and up to date. Notably, I pointed out that the market in Truffaut biographies had pretty much been cornered by the very thorough and successful study written by Antoine de Baecque and Serge Toubiana, first published in 1996 and then translated into English in 2000. Apart from their talent and experience, the French authors had also benefited from access to all sorts of documents and information that were simply unavailable to Roud when he was working on his Truffaut project in the 1980s. Given the historical interest and critical value of Roud’s text, however, two options seemed possible. One would be to present extracts from it as part of an archival piece for a scholarly journal such as Film History or 1895, revue d’histoire du cinéma; the other would be to include it as an important unknown document in the context of a ‘reader’ of Roud’s journalistic and critical writings. When I put the latter idea to Karen, she responded enthusiastically that she had always dreamt of putting together just such a collection as a tribute to her uncle’s life and work. She also revealed that there existed a considerable further amount of unpublished material, including a partially drafted manuscript for an autobiography or memoir entitled by Roud – rather curiously – ‘Decades Never Start On Time’. Up to this point, I had seen my role simply as tying up some loose ends in relation to the Godard preface, and offering some academic advice about a hypothetical publication. However, this new evidence of unknown material, as well as the happy coincidence of Karen’s long-cherished project with my own idea of a collected volume, encouraged me to look for possible publishers who might be interested in this kind of proposal. To my surprise, BFI Publishing replied almost immediately that they would be very willing to take the project forward themselves, partly as a natural extension of the Godard re-edition, but also as a contribution to the developing fields of the history of film culture in general, and the history of film criticism in particular. With a provisional agreement in place, my first priority for the project was to establish with Karen’s help a sense of the range of sources from which we would select the material for our collection. Once that was done, we would need to decide on what basis we would either select or exclude material and, finally, how we would then organise and present the selected materials in the book itself.

Let us first look at the question of sources. These are best represented in the following five categories: Sight & Sound; the Guardian; other criticism and journalism; books; and archives.

First, Sight & Sound is such an important source because it was the publication with which Roud had the longest working relationship. His earliest contribution dates from 1956, a review of The Man in the Grey Flannel Suit (1956), and his last piece from 1989, a study of four films by Louis Malle.2 There are about 100 items in total, written over a period of thirty-three years. Some of these texts are relatively short film reviews written for Sight & Sound and for the Monthly Film Bulletin, which was the sister publication of Sight & Sound until the early 1990s, when the BFI decided to merge the quarterly journal and the film bulletin into a single monthly magazine.3 In addition, Roud contributes to Sight & Sound a good number of film festival reports from Cannes, Berlin, or Rotterdam, in other words quite journalistic pieces giving Roud’s accounts of some of the films he has seen and perhaps indicating the general mood of the festival in question; there are also occasional interviews with film-makers and book reviews. In terms of sheer quantity, then, roughly one hundred pieces in thirty-three years may not seem a great deal. But this would be to misjudge the importance of Sight & Sound for Roud’s career and to misunderstand the enduring value of his writing for that publication. As we have seen, Roud started out at the BFI, as a writer for Sight & Sound and the Monthly Film Bulletin, and as a programmer for the National Film Theatre and the London Film Festival. Without that early encouragement from Penelope Houston, it is possible that Roud’s extraordinary journey through international cinema in the 1960s and 70s might never have happened at all. In return, Roud remained a faithful and regular contributor to the BFI’s publishing activities throughout his career, and in terms of quality it is fair to say that he did some of his best writing for Sight & Sound. As a quarterly publication, the format gave Roud the opportunity to write for an informed public the kind of reflective essays that would have been more difficult to publish in a generalist magazine or daily newspaper. This is why we have retained a fairly high proportion of pieces from this source, focusing especially on Roud’s longer, analytical essays about individual films or film-makers, for example ‘Rondo Galant: the world of Jacques Demy’ (1964) and ‘Going between [about The Go-Between]’ (1971). We have also included several of Roud’s substantial discussion-pieces about more general questions in film culture, for example film criticism in ‘Face to face: James Agee’ (1959), or film festivals in ‘London and New York’ (1981).

The second major source for our collection is the Guardian. As in the case of Sight & Sound, Roud’s relationship with one of the UK’s best-known quality newspapers is a truly long-term affair. Having served as the Guardian’s principal film critic from 1963 to 1969, Roud took on a more broadly defined role in the 1970s and 80s, writing freely about art, theatre, music, opera, dance, architecture – as well as cinema, of course – as he moved around the world, between New York, London, Paris and the various films festivals and other artistic events that he attended in the course of his busy but no doubt very enjoyable schedule. In quantitative terms, it should therefore be no surprise that Roud wrote more articles for the Guardian than he did for any other publication. We have retained about thirty articles from a total of more than 700, in other words about one in twenty. That still represents a very substantial sample, particularly as we have chosen articles across the full span of Roud’s employment at the newspaper from 1963 to 1989. Compared to much of his work for Sight & Sound – the best of which is often written with a certain critical distance from the flow of events – Roud’s journalism for the Guardian is more typically the product of the daily or weekly pressures of producing a certain amount of copy, about a certain cultural topic or series of cultural objects, in time for a certain deadline. This does not mean, however, that the quality of Roud’s journalistic writing is weaker than his feature writing, or that the value of his insights is uneven. On the contrary, Roud had a natural gift for prose that makes his writing always clear, engaging and elegant. At the same time, his critical appetite for cinema and the arts in general seems insatiable, as does his desire to communicate his thoughts and feelings to his readers, and to inspire in them a critical consciousness or simply a sense of wonderment.

Apart from his regular contributions to Sight & Sound and the Guardian, Roud wrote occasional criticism and journalism for a number of newspapers and magazines that were more or less specialised in film and cultural matters. Among the specialised film journals, the best known are Film Comment (the journal of the Film Society of Lincoln Center, New York), Films and Filming (for many years the independent British alternative to the publicly funded Sight & Sound), Film Culture (the magazine founded by New York experimental film-makers Adolfas and Jonas Mekas) and Cahiers du Cinéma (the most prestigious of French film journals, at least during the 1950s and 60s).4 Among the non-specialised newspapers and magazines for which Roud wrote at one time or another, we can note The Saturday Review, The Village Voice, Encounter, The Tatler, Tribune and The Sunday Times. For our purposes, however, these occasional sources have provided a relatively low proportion of the material included in the current collection, the most important of them being Film Comment, to which Roud contributed a variety of articles over the years, including the series of ‘diary’ pieces that he and other film critics – such as Jonathan Rosenbaum – wrote from London, Paris and other locations around the world in the 1970s.5 In addition to writing for magazines and newspapers, Roud composed numerous texts for specific film occasions (e.g. the piece about the tenth anniversary of the NFT, or the text for the Film Society of Lincoln Center’s tribute to Fred Astaire), or for multi-authored film books (e.g., the piece about Jean Renoir’s La Règle du jeu in a volume about the ‘favourite movies’ of various film critics). A very special case in this category would be the long introduction that Roud composed for the catalogue accompanying ‘Rediscovering French Film’, the retrospective season organised by the Museum of Modern Art, New York, in 1983. This text is both a perceptive survey of French cinema from its origins to the 1950s, one that any film student could still very profitably read today, and an engaging first-person account of the importance of French films in Roud’s intellectual life and personal development.

The fourth source of material is Roud’s impressive corpus of work as an author of books, i.e. as distinct from his writing as film critic or journalist. For it is not the least of his achievements that in the midst of all his other activities Roud somehow found the creative energy to write several important works, among which, of course, his monograph on Godard is the best known. In 1958, he produced the relatively modest but still useful Max Ophüls: An Index for the BFI, the research for which led indirectly to the beginning of his friendship with Mary Meerson and Henri Langlois. In 1971, he wrote his aforementioned Straub, a ground-breaking study of the films of Jean-Marie Straub and Danièle Huillet; less well known than his Godard, but a beautifully crafted and essential text on the subject. There followed in 1980 the two-volume Cinema: A Critical Dictionary: The Major Filmmakers, with Roud acting as general editor of this 1,000-page reference book, as well as contributing several substantial entries on individual film-makers. Finally, in 1983 he wrote for Viking Press A Passion for Films, which is both a brilliant biography of Langlois and an institutional history of the Cinémathèque Française. Since Roud’s books are now mostly out of print, with the exception of the Godard, reissued in 2010, we have chosen to include in this anthology sample extracts from those that are currently unavailable. Together they should demonstrate to a new readership that Roud’s work as a film author and historian remains pertinent in terms of scholarly content and inspiring in terms of style and intellectual range. To put it very simply, anyone teaching a course on Ophüls or Godard or Straub and Huillet would still use Roud’s books today; his entries on individual film-makers in the Critical Dictionary remain models of lucid and rigorous auteur criticism for specialists and students alike; and the Langlois portrait is certainly better than either the French biography by Georges Langlois and Glenn Myrent or the hagiographic film by Jacques Richard, and provides a perfect complement to Laurent Mannoni’s more recent Histoire de la Cinémathèque française (Gallimard, 2006).6

The final source for the texts and documents chosen for this book is the Richard Roud collection at the Howard Gotlieb Archival Research Center, which is housed within the Mugar Memorial Library, Boston University. The collection consists of about thirty ‘Paige’ archival boxes, whose diverse contents the library catalogue divides into eight categories: manuscripts, correspondence, photographs, printed matter, scripts, scrapbooks, audiovisual and personal memorabilia. For our purposes we can simplify these categories into three more general types: visual, written and audio. The visual materials are mainly Roud’s collection of film photographs, of which there are several thousand in total. Some of these are film stills that Roud must have collected for research and illustration purposes in relation to his book projects and articles. Much of the rest is the kind of publicity material that is distributed to journalists as part of the general promotional drive for the release of a film. In addition, there are some personal photographs of Roud himself or of people and places related to his working life, some of which we have been able to use in this book.

Among the written materials, which constitute the majority of the archive collection, there are a number of significant documents that we are publishing here for the first time. To give a few examples of this unique material, we can highlight ‘How to see a movie (in the USA)’ (1959), a brilliant text about the geography and technology of film-spectatorship in the age of the specialist art house and films-on-TV; this seems to have been written for Sight & Sound, but was never published, at least not in the journal itself. Another unpublished piece is a highly lucid and entertaining talk on ‘Film criticism in the UK’, which must have been Roud’s contribution to a public debate about the practice of film criticism in different countries, seemingly organised at Cannes in 1967. A third example, written in 1976 in the context of a broader institutional discussion within the Lincoln Center about the operation of the NYFF, is the document entitled ‘Memorandum on processes of prospection and selection [of films for the New York Film Festival]’, which provides a fascinating insight into the workings of a major film festival. There are several other pieces that in the end we decided not to include here, although they remain important documents for further research. In 1964, for example, Roud co-authored with Amos Vogel a long and detailed report entitled ‘Proposal for a Lincoln Center Film Institute’, in which the authors set out an ambitious and even visionary project for a New York Cinémathèque, including a film archive, a film library and a film school – all in all, a significant investment in the preservation and study of the moving image, to be established alongside the nascent New York Film Festival. A similar type of policy document – which we decided not to include in the final selection of material – is ‘Cable TV and the arts’, a substantial report that Roud authored for the Sloan Commission on Cable Communications in 1971. These two documents show an important dimension to Roud’s profile, one that we could easily forget within the flux of different activities that constituted his career – that is, the role of public intellectual, conscious of his responsibilities towards the wider community, beyond the narrow confines of the film world and its inward-looking tribal mentality.

In addition to these more or less finished but unpublished documents, we find in the archive a great number of drafts and preparatory notes for the wide range of texts that Roud wrote throughout his career. For example, we find draft versions of film programmes for the National Film Theatre, London Film Festival and New York Film Festival, as well as Roud’s preparatory notes towards his literary output per se: his newspaper reviews and magazine articles and, of course, his books. These draft materials show us the extreme care and attention that Roud invested in his writing, despite the tight deadlines and unpredictable circumstances in which he must have produced most of his critical and journalistic work. Likewise, these materials allow us to appreciate the considerable amount of background research that Roud conducted in preparation for his writing. We find, for example, hundreds of newspaper and magazine articles on film and other related topics; as well as countless film programmes, festival catalogues, press books and other types of informational material. There are even entire film scripts, some in their published version and others in the form of working documents presumably given to Roud by the film-maker or production company in question. Finally, in terms of the written documents in the archive, there is Roud’s personal and professional correspondence, which provides useful information about certain major projects (e.g., the Langlois book, the Truffaut biography, the Cinema dictionary) and key working relationships (e.g., the complexities of the NYFF, contract negotiations with the Guardian and Roud’s publishers). On a personal note, I found it both enlightening and moving to read through some of the letters and telegrams that he received from film-makers such as Bernardo Bertolucci, Jacques Demy, Rainer Werner Fassbinder, Jean-Luc Godard, Pier Paolo Pasolini, Alain Resnais, François Truffaut and Agnès Varda. This was not so much for the precise information that they contain, as for the general taste that they give us of the cultural climate in which Roud worked. I was particularly struck by the friendly and intimate tone in which these luminaries of post-war cinema culture address Roud, even when the prime reason for writing to him is clearly professional – for example, a visit to New York for the film festival. He is clearly on very close terms with many of these important figures, and his relationship with them appears to have been truly an exchange between equals, rather than the kind of functional or self-serving dialogue one might normally expect to exist between a famous film-maker and a journalist or programmer.

The audiovisual material is potentially one of the great treasures of the Boston archive, although in relation to the current book of Roud’s critical writings there is little or no material that it would have made sense to include here. This is nothing to do with the intrinsic quality or interest of these recordings; it is just that the audio tapes are essentially interviews that Roud conducted in preparing some of his journalistic writing and, in particular, three of his books: the study of Straub, the Langlois biography and the unpublished book about Truffaut. Although these recordings are therefore very genuine and often original sources of information about the people and topics discussed, we cannot consider them as samples of Roud’s critical writing as such – or even, if we were to stretch a point, as examples of his general critical thinking – not least because as an interviewer Roud remains relatively discreet and sticks to asking questions or putting those questions into some kind of a context. To give a few examples, we can note that for the Straub monograph there are several lengthy, informative and surprisingly good-humoured interviews with Jean-Marie Straub and Danièle Huillet. In the context of the Langlois project, there are numerous interviews featuring, among others, Kenneth Anger, Pierre Braunberger, Louise Brooks, Freddie Buache, Lotte Eisner, Georges Franju, Jean-Luc Godard, Georges Langlois, Serge Losique, Jacques Rivette and Jean Rouch. Given the stellar cast of interviewees, these recordings form a significant block of potential research material, not just in relation to Langlois but also in more general film historical terms. Regarding the Truffaut project, Roud conducted interviews, for example, with Nestor Almendros, Fanny Ardant, Janine Bazin, Catherine Deneuve, Claude de Givray and Robert Lachenay; there are also several lengthy transcripts of interviews with Truffaut himself. In addition to the recordings related to these three book projects, there are substantial interviews with Bernardo Bertolucci, Joseph Losey and Alain Resnais; in the case of Losey, one of these pieces is a fascinating four-way discussion about The Go-Between involving Losey, L. P. Hartley, Harold Pinter and Roud himself. Finally, the audiotapes confirm the impression given by the written correspondence – that is, the sense of complicity, of a friendly exchange between equals, which informs Roud’s working relationship with key figures of modern film culture.

Having discussed the origins of this project, and the sources on which the collection draws, I shall now focus on the selection and organisation of the material, as well as commenting briefly on some examples of texts that show the evolution of Roud as a critic and commentator. I confess that, given the sheer quantity of consistently great critical writing by Roud, it was a very difficult task to choose which texts to keep and which to leave out (see Bibliography for details of those texts mentioned here but not retained in the final selection). One of the first editorial decisions that I took was to include only texts and documents about cinema, thus excluding everything that Roud wrote about the visual and performing arts in general. This is not to say that his writing about these topics is not worth reading; nor that it could not be anthologised in some other collection at another time. For Roud was clearly a very cultivated man, and his genuine interest in the arts covered the full range of traditional highbrow culture. This included literature, of course, which is probably his most constant source of reference and comparison when he is writing about film. For the purposes of this book, however, it was clear to me that a decision about using material unrelated to cinema had to be made, and I made my decision on the basis of two firmly held beliefs. The first is that however much Roud appreciated art in general, and followed various art forms with great attention and even connoisseurship, his real love, his true love was cinema; and the course of his life was determined by that ‘passion for films’ to such a degree that it puts all other considerations in the shade. With cinema, Roud was someone special, and he gave us something special; without cinema he would perhaps have become a good cultural journalist, or maybe he would have done something else entirely with his life. Second, the most significant aspect of Roud’s writing is its contribution to film culture, both for its intrinsic value as a very fine body of film criticism and for its symbolic function as a representation of a certain moment in film history. For Roud lived through an exceptional time of change and innovation, of extraordinarily beautiful films by a generation of risk-taking film-makers working both within the commercial mainstream and around its visible margins. It is his ability to talk to us about those times both as a critic and as a participant that makes his writing so valuable today: a chronicle of the modern art film’s coming of age.

For these two reasons, I have only included texts about cinema. Having made that decision, I then decided that the collection had to include samples of the full range of types of writing that Roud practised in his career. It was immediately clear to me that the writing from Sight & Sound would occupy a significant place in the book; likewise the texts for the Guardian, although the proportion of material retained would obviously be a lot lower in this latter case. Among the other sources of criticism and journalism, I was purely motivated by the quality of the writing – a very personal criterion of judgment, I confess – and by the abiding interest of the topics or films discussed for audiences today. Regarding the books, I felt it was necessary to have something from each of them, with the exception of the Godard, so I focused on chapters or extracts that seemed to me to work effectively even when separated from the context of the books as complete works. In the case of the Langlois book, for example, I chose the most personal of Roud’s chapters, where the author relates as a first-person narrative his working relationship with Langlois and describes how this evolved over the years that they knew each other. For the Straub I chose the opening chapters, which present the film-maker’s cultural background and the early years of his career with Danièle Huillet, rather than selecting the more detailed analysis of films that Roud deploys in later sections of the book. Finally, in relation to the archive source, it seemed to me vital to include as high a proportion of this rare material as was practically possible – for example, almost half of the drafts for ‘Decades Never Start On Time’ and about a fifth of the Truffaut manuscript.

In terms of organisation, I was sure that it would be a mistake to divide the book into different types of writing, whether that division was to be a question of generic differences or in relation to the sources of the material. For me the only way to present the material was to be linear and heterogeneous at the same time. In other words, to arrange it along very clear chronological lines, while mixing all the various materials together. Reflective essay, film review, book extract and archive document, all produced by the intense flow of Roud’s personal creative energies, and yet all caught up in the same historical movement forward through time. Having laid out the material in this fashion, I decided to create five blocks of time, partly in order to make the book more accessible and manageable for the reader, and partly in order to show the changes in Roud’s work through the different stages of his career. These five periods are as follows: 1956–62; 1963–9; 1970–6; 1977–83; 1984–9. As these periods are purely an editorial invention on my part, I shall briefly explain why I have done it this way and illustrate my points with a few select examples of material.

The most striking thing about the first period, 1956–62, is the confidence and ambition of Roud’s writing from the very start of his career. He was born into criticism already equipped with a distinctive voice and an intellectual personality, operating at a very high level of performance as a film writer and essayist, as well as a regular film critic. For a young man in his late twenties and early thirties, Roud already shows us that combination of sharp style and critical intelligence which was to make him such a key player in the film culture of this period. Thus, we find a series of very substantial, thoughtful and well-informed essays on topics that demand both a strong intellectual grasp of film culture and a good general knowledge of film history. Several of these texts deal with key questions
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