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			Louis Malle

			French filmmaker

			
					Born in Thumeries in 1932

					Died in Beverly Hills in 1995

					Notable films:	Elevator to the Gallows (1958), film

	Zazie in the Metro (1960), film

	Vanya on 42nd Street (1994), film




			

			Louis Malle was born in 1932 to a family of rich manufacturers and began filmmaking during his adolescence, using his father’s camera. He then studied at the Institut des hautes études cinématographiques (a prestigious film school in Paris) where he was chosen by Jacques Cousteau to become an assistant in the shooting of his documentary The Silent World (1955, awarded the Palme d’Or at the Cannes Film Festival in 1956). In 1958, at the age of 25, he created his first feature film, Elevator to the Gallows.

			Louis Malle was an independent filmmaker, although it is possible to find similarities with the New Wave movement, and he decided to adapt Raymond Queneau’s novel Zazie in the Metro for the big screen in 1960. But, while the book sold well, the adaptation was not as successful as expected and sold barely 850 000 tickets. The audiences found the film disconcerting, as it seemed to resemble a stylistic exercise more than a traditional feature film. 

		


		
			Zazie in the Metro

			Synopsis

			
					Release date of the novel: 1959

					Release date of the film: 1960

					Director: Louis Malle

					Themes: childhood, the adult world, sexuality, colloquial language, French society, appearance

			

			Zazie Lalochère is a young girl, around 10 years old, who arrives to spend a few days in Paris with her mother. Her mother, who has a new lover and does not want to be tied down, leaves her daughter with Gabriel, her brother. Zazie, who dreams of discovering the metro, is particularly disappointed when she learns that it is on strike. 

			Cheeky, vulgar and badly raised, Zazie discovers Paris and adult life by the side of Gabriel, a drag queen in a cabaret for homosexuals, Trouscaillon, a police officer with multiple identities, and the residents of the neighbourhood where her uncle and Aunt Albertine (who is later revealed to be a man named Albert) live. 

			Zazie returns home without seeing the metro, but having, in her own words, grown up during the trip. 

			
				
					Good to know: the New Wave

					The New Wave was a French cinematographic movement at the end of the 1950s that defended auteur (or independent) cinema, which emphasised personal reflection. It was the product of the meeting of many young filmmakers: François Truffaut, Jean-Luc Godard, Claude Chabrol, Jacques Rivette, Agnès Varda, etc. Their films were particularly focused on the social movements of the time (student revolts, the Algerian War, the women’s liberation movement, etc.). The heroes in these feature films were often young and ordinary, firmly implanted in their era.

				

			

		


		
			Fact sheet

			Zazie in the Metro

			
					Information: France – 1960 – colour film – 89 minutes

					Director: Louis Malle

					Screenplay: Louis Malle and Jean-Paul Rappeneau, based on the novel by Raymond Queneau

					Adaptation and script: Louis Malle and Jean-Paul Rappeneau

					Cast: 	Catherine Demongeot – Zazie

	Philippe Noiret – Gabriel 

	Vittorio Caprioli – Pedro Surplus/Trouscaillon 

	Hubert Deschamps – Turandot

	Antoine Roblot – Charles

	Annie Fratellini – Mado 

	Carla Marlier – Albertine/Albert 

	Yvonne Clech – old Mouaque 

	Nicolas Bataille – Fédor Balanovitch

	Odette Picquet – Jeanne Lalochère 

	Jacques Dufilho – Gridoux 




			

			
				
					Good to know: Raymond Queneau 

					Raymond Queneau was born in Le Havre in 1903. He was passionate about languages from his childhood and then explored the fields of mathematics, cinema, surrealism and psychoanalysis. An extraordinary writer, his work brings together a considerable variety of texts illustrating his intellectual curiosity and his originality: novels, essays, poems, songs and translations. In 1947, he published one of his most famous works, Exercises in Style, but it was Zazie in the Metro (1959) that brought him recognition from the general public. In 1960, he founded, along with François de Lionnais, the literary group OuLiPo (Ouvroir de Littérature Potentielle, which translates as ‘Workshop of Potential Literature’) which still offers criticisms of constraints in literature and encourages creation in all genres. He died in Paris in 1976.

				

			

		


		
			From novel to film 

			Two closely linked works 

			Literature is undoubtedly the principal supplier of film screenplays. But with each film adaptation of a novel or any other written material, we must ask ourselves this question: has the director remained loyal to the original work? 

			Raymond Queneau’s text and the film by Louis Malle are particularly closely related. This phenomenon can be explained by several factors: 

			
					The text and the film are contemporary. The novel dates back to 1959 and the film to 1960. No temporal distance interferes with the relation between the two works. The two artists belonged to the same era and both witnessed the same events in society. 

					Louis Malle was, in his time, to French cinema what Queneau was to literature: an experimenter. The filmmaker was close to the New Wave while Queneau was one of the founders of OuLiPo, a movement that engaged in literary experiments. Both were therefore lovers of innovation and experimentation. 

					Louis Malle carried the freedom of Queneau’s novel over into his film. While the novelist tried to experiment with words (neologisms, phonetic writing, etc.), Malle did the same with the imagery (slow motion, fast motion, low-angle shots, etc.). 

			

			Thus, Louis Malle’s film could be considered an extension of Queneau’s work rather than a simple adaptation. 

			A novel that lends itself to a film adaptation 

			In film, as in theatre or in any other representation using actors, dialogue has a particular importance: it plays an enormous part in structuring the work and notably allows the filmmaker to convey their message. During the time of silent film, the lines exchanged by characters were presented on signs that passed in front of the screen. This is proof, if you need it, of the importance of dialogue in a film. 

			With Queneau’s novel, Louis Malle had a tremendous tool available to him to produce the lines spoken in his work, allowing him to describe the cheeky and working-class Paris that provided the story’s framework, which he wanted to keep in his film. In fact, Raymond Queneau’s text holds a significant place, not only in the dialogue, but in the language more generally. 

			Queneau claimed to be the defender of contemporary language against the French advocated by the Académie française (the French Academy, which deals with matters pertaining to the French language), which he judged too rigid and too distant from that spoken daily by the French. He therefore did not hesitate to scatter his novel with familiar or impolite, or even invented, words – but always translating a state of mind or reality that is understandable for everybody – going so far as to transcribe certain terms phonetically. Thus, the novel begins with the famous ‘doukipudonktan’ (a phonetic transcription of “D’où (est-ce) qu’il pue donc tant?”, meaning “Where do they stink so much from?”), spoken by Gabriel on the platform of the train station, as he waits for his sister and niece and he complains about the smell emitted by the other people present. Queneau, a re-inventor of language, brings a wave of insolence and freedom that Louis Malle loyally transposes in his film. In fact, the filmmaker was not just inspired by the writer: the adaptation uses all the dialogues from the book, word for word. It is therefore punctuated with linguistic treasures such as ‘bloudjinnzes’ (blue jeans, spelt phonetically) which are a dream come true for Zazie or even the ‘skeutadittaleur’ (which is a contraction of “Qu’est-ce qu’il t’a dit, alors?” meaning “So what did he say to you?”) of the woman on the platform of the train station at the very start of the story. 

			The significance of the city of Paris

			Queneau’s novel is set in Paris, as is the film adaptation by Louis Malle, but the latter grants even more importance to the city than it was given in the literary work. 

			Almost every scene is played out in legendary places: we of course see the Eiffel Tower, where Philippe Noiret, who plays Gabriel, performs a monologue in the style of a tragic actor, the banks of the Seine, the Saint-Ouen flea market, the Gare de l’Est (East Station), Pigalle and the Church of Saint-Vincent-de-Paul, situated in the 10th arrondissement. These places are never specified in Queneau’s novel, but in Louis Malle’s film, thanks to the images, they are easily identifiable. This is where the main difference lies. 

			Furthermore, in the book as in the film, the characters have fun with the city, mistaking one monument for another or making fun of the Parisians’ pride for their city which is full of history. Here again, the film is more explicit than the novel. In fact, in the book we understand, without it ever really being said, that Fédor Balanovitch, the guide, brings tourists elsewhere than the Sainte-Chapelle for several reasons: there is too much traffic, the drive is too long, driving in Paris bores him and the monument’s closing time is approaching. He therefore tricks his clients by taking them to visit another building, but Queneau does not specify which. Louis Malle makes the choice that it is the Church of Saint-Vincent-de-Paul, which is not much to see compared to the Sainte-Chapelle: this reinforces the comedic character of the trickery. The tourists’ snobbery is highlighted here: they all coo over the church, convinced that it is the Sainte-Chapelle. 

			We also see in this scene that this building is a recurring theme in the film. A gem of gothic art, it was built on the city’s island at the request of Saint-Louis (King of France, 1214-1270) and is a monument that attracts tourists, with everybody wanting to visit it, but nobody ever goes there. 

			The film-making methods used in the work

			“I found that the gamble involved with adapting Zazie for the screen gave me the chance to explore cinematographic language. It was a brilliant work, an inventory of all literary techniques, as well as many pastiches, of course. It was like playing with literature and I said to myself that it would be interesting to try to do this the same way with cinematographic language” (French, 1993).1 

			While Queneau plays with speech and French language norms in his novel, Louis Malle, in order to respect the original work, feels obliged to play with the possibilities the camera offers him. This is what he does in many scenes. We particularly think of the fast motion during old Mouaque’s car chase or when Zazie tries to escape from Trouscaillon in the flea market, or during Gabriel’s famous speech at the Eiffel Tower: this scene was filmed with a low-angle shot (a technique of shooting from low to high), which gives the character more importance, making them seem excessively large. 

			Louis Malle also amuses himself by talking to the audience, which is not common practice in film. They are thus challenged by Trouscaillon when, while he
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