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Wiley-Blackwell Companions to Film Directors

The Wiley-Blackwell Companions to Film Directors survey key directors whose
work together constitutes what we refer to as the Hollywood and world cinema
canons. Whether on Haneke or Hitchcock, Bigelow or Bergman, Capra or the
Coen brothers, each volume, comprising 25 or more newly commissioned essays
written by leading experts, explores a canonical, contemporary, and/or controver-
sial auteur in a sophisticated, authoritative, and multidimensional capacity.
Individual volumes interrogate any number of subjects — the director’s oeuvre;
dominant themes; well-known, worthy, and underrated films; stars, collaborators,
and key influences; reception, reputation, and above all the director’s intellectual
currency in the scholarly world.

Published

1. A Companion to Michael Haneke, edited by Roy Grundmann

2. A Companion to Alfred Hitchcock, edited by Thomas Leitch and Leland Poague

3. A Companion to Rainer Werner Fassbinder, edited by Brigitte Peucker

4. A Companion to Werner Herzog, edited by Brad Prager

5. A Companion to Pedro Almodévar, edited by Marvin D'Lugo and Kathleen Vernon

6. A Companion to Woody Allen, edited by Peter J. Bailey and Sam B. Girgus

7. A Companion to Jean Renoir, edited by Alastair Phillips and Ginette Vincendeau

8. A Companion to Francois Truffaut, edited by Dudley Andrew and Anne Gillain

9. A Companion to Luis Bufiuel, edited by Robert Stone and Julian Daniel Gutierrez-Albilla



A Companion to
Jean Renoir

Edited by

Alastair Phillips and Ginette Vincendeau

F)WILEY-BLACKWELL

A John Wiley & Sons, Ltd., Publication



This edition first published 2013
© 2013 Blackwell Publishing Ltd

Blackwell Publishing was acquired by John Wiley & Sons in February 2007. Blackwell’s publishing
program has been merged with Wiley’s global Scientific, Technical, and Medical business to form
Wiley-Blackwell.

Registered Office
John Wiley & Sons, Ltd, The Atrium, Southern Gate, Chichester, West Sussex, PO19 8SQ, UK

Editorial Offices

350 Main Street, Malden, MA 02148-5020, USA

9600 Garsington Road, Oxford, OX4 2DQ, UK

The Atrium, Southern Gate, Chichester, West Sussex, PO19 8SQ, UK

For details of our global editorial offices, for customer services, and for information about how
to apply for permission to reuse the copyright material in this book please see our website at
www.wiley.com/wiley-blackwell.

The right of Alastair Phillips and Ginette Vincendeau to be identified as the authors of the editorial
material in this work has been asserted in accordance with the UK Copyright, Designs and Patents
Act 1988.

All rights reserved. No part of this publication may be reproduced, stored in a retrieval system, or
transmitted, in any form or by any means, electronic, mechanical, photocopying, recording or otherwise,
except as permitted by the UK Copyright, Designs and Patents Act 1988, without the prior permission of
the publisher.

Wiley also publishes its books in a variety of electronic formats. Some content that appears in print may
not be available in electronic books.

Designations used by companies to distinguish their products are often claimed as trademarks. All brand
names and product names used in this book are trade names, service marks, trademarks or registered
trademarks of their respective owners. The publisher is not associated with any product or vendor
mentioned in this book. This publication is designed to provide accurate and authoritative information in
regard to the subject matter covered. It is sold on the understanding that the publisher is not engaged in
rendering professional services. If professional advice or other expert assistance is required, the services
of a competent professional should be sought.

Library of Congress Cataloging-in-Publication Data

A companion to Jean Renoir / edited by Alastair Phillips and Ginette Vincendeau.
pages cm. — (Wiley-Blackwell companions to film directors)

Includes bibliographical references and index.

ISBN 978-1-4443-3853-9 (hardback : alk. paper) 1. Renoir, Jean, 1894-1979—Criticism and
interpretation. 1. Phillips, Alastair, 1963— editor of compilation. II. Vincendeau, Ginette, 1948— editor
of compilation.

PN1998.3.R46C66 2013

791.4309-dc23

2012042929

A catalogue record for this book is available from the British Library.

Cover image: Photo of Jean Renoir by Sam Levin. Image courtesy of Cinémathéque francaise.
Cover design by Nicki Averill Design and Illustration

Set in 11/13pt Dante by SPi Publisher Services, Pondicherry, India

1 2013



Contents

Notes on Contributors
Acknowledgments
Notes on the Text

Introduction: Renoir In and Out of His Time
Alastair Phillips and Ginette Vincendeau

PartI Renoirin Close-Up

Section 1 Reassessing Renoir’s Aesthetics

1

Shooting in Deep Time: The Mise en Scéne of History in Renoir’s
Films of the 1930s
Martin O’Shaughnessy

The Exception and the Norm: Relocating Renoir’s Sound and Music
Charles O’Brien

The Invention of French Talking Cinema: Language in Renoir’s
Early Sound Films
Michel Marie

Renoir and His Actors: The Freedom of Puppets
Christophe Damour

Design at Work: Renoir’s Costume Dramas of the 1950s
Susan Hayward

Section 2 Critical Focus on Selected Films

6 Surun air de Charleston, Nana, La Petite Marchande d’allumettes,

Tire au flanc: Renoir and the Ethics of Play
Anne M. Kern

viii
XV
xvii

13

15

16

35

53

72

88

107

108



vi  Contents

7 La Grande Illusion: Sound, Silence, and the Displacement
of Emotion
Valerie Orpen

8 La Béte humaine: Double Murder at the Station at Le Havre
Olivier Curchod

9 La Régle du jeu: Lies, Truth, and Irresolution
(A Critical Round Table)
Christopher Faulkner, Martin O’Shaughnessy, and V. E. Perkins

10 The River: Beneath the Surface with André Bazin
Prakash Younger

PartII Renoir: The Wider View

Section 1 Renoir’s Filmmaking and the Arts

11 Seeing with His Own Eyes: Renoir and Photography
Alastair Phillips

12 Popular Songs in Renoir’s Films of the 1930s
Kelley Conway

13 Renoir and the Popular Theater of His Time
Geneviéve Sellier

14 Theatricality and Spectacle in La Régle du jeu, Le Carrosse dor,
and Eléna et les hommes
Thomas Elsaesser

15 French Cancan: A Song and Dance about Women
Ginette Vincendeau

16 Social Roles/Political Responsibilities: The Evolving
Figure of the Artist in Renoir’s Films, 1928-1939
Charles Musser

Section 2 Renoir’s Place in the Critical Canon

17 Seeing through Renoir, Seen through Bazin
Dudley Andrew

18 Henri Agel’s Cinema of Contemplation: Renoir and Philosophy
Sarah Cooper

19 Renoir and the French Communist Party: The Grand Disillusion
Laurent Marie

20 “Better than a Masterpiece”: Revisiting the Reception
of La Régle du jeu
Claude Gauteur

121

131

144

166

177

179

180

199

219

237

255

270

291

292

313

328

347



21 Renoir and the French New Wave
Richard Neupert

22 Renoir between the Public, the Professors, and the Polls
Ian Christie

Part III Renoir, a National and a Transnational Figure

Section1 Renoir, the Chronicler of French Society

23 Renoir under the Popular Front: Aesthetics, Politics,
and the Paradoxes of Engagement
Brett Bowles

24 The Performance of History in La Marseillaise
Tom Brown

25 Toni: A Regional Melodrama of Failed Masculinity
Keith Reader

26 La Régle du jeu: A Document of French Everyday Life
Christopher Faulkner

27 Renoir’s Jews in Context
Maureen Turim

Section 2 Renoir, the Transnational Figure

28 Renoir’s War
Julian Jackson

29 Interconnected Sites of Struggle: Resituating Renoir’s
Career in Hollywood
Elizabeth Vitanza

30 The Southerner: Touching Relationships
Edward Gallafent

31 The Woman on the Beach: Renoir’s Dark Lady
Jean-Loup Bourget

32 Remaking Renoir in Hollywood
Lucy Mazdon

Filmography
Select Bibliography
Index

Contents

vii

356

375

395

397

398

425

444

454

474

493

494

514

533

544

555

572
585
592



Notes on Contributors

The Editors

Alastair Phillips is Reader in Film Studies at the University of Warwick. He is the
author of City of Darkness, City of Light: Emigré Filmmakers in Paris 1929-1939
(Amsterdam University Press, 2004) and Rififi (I. B. Tauris, 2009), and the co-author,
with Jim Hillier, of 100 Film Noirs (BFI, 2009). He is also the co-editor, with Ginette
Vincendeau, of Journeys of Desire: European Actors in Hollywood (BFI, 2006) and,
with Julian Stringer, of Japanese Cinema: Texts and Contexts (Routledge, 2007).

Ginette Vincendeau is Professor of Film Studies at King’s College London.
Among her books are Jean Gabin: anatomie d’un mythe, with Claude Gauteur
(Nathan, 1993; La Table ronde, 2006); Pépé le Moko (BFI, 1998); Stars and Stardom in
French Cinema (Continuum, 2000); Jean-Pierre Melville: An American in Paris (BFI,
2003); La Haine (I. B. Tauris, 2005). She is co-editor, with Alastair Phillips, of
Journeys of Desite: European Actors in Hollywood (BFI, 2006) and, with Peter Graham,
of The French New Wave: Critical Landmarks (BFI, 2009). Her book on Brigitte
Bardot was published by the BFI and Palgrave Macmillan in 2013.

Other Contributors

Dudley Andrew is the R. Selden Rose Professor of Film and Comparative Literature
at Yale University. He began his career with three books on film theory, including a
biography of André Bazin, whose thought he has continued to explore in the recent
What Cinema Is! (Wiley-Blackwell, 2010) and Opening Bazin (co-edited with Hervé
Joubert-Laurencin; Oxford University Press, 2011). His interest in aesthetics and
hermeneutics led to Film in the Aura of Art (Princeton University Press, 1984), and



Notes on Contributors  ix

his fascination with French film and culture resulted in Mists of Regret (Princeton
University Press, 1995) and Popular Front Paris and the Poetics of Culture (with Steven
Ungar; Belknap Press, 2005). He is a Fellow of the American Academy of Arts and
Sciences.

Jean-Loup Bourget is Professor of Film Studies at the Ecole normale supérieure
in Paris. He is the author of 13 books, including Hollywood: la norme et la marge
(Nathan, 1998), Hollywood: un réve européen (Armand Colin, 2006), Lubitsch: Satire
and Romance (San Sebastian Film Festival and Spanish Film Archive, 2006), and
Fritz Lang, Ladykiller (Presses universitaires de France, 2009). He is working on a
book on Cecil B. DeMille. He has devoted several articles to Jean Renoir’s films and
taught extensively on the subject.

Brett Bowles is Associate Professor of French Studies at Indiana University,
Bloomington. He is the author of Marcel Pagnol (Manchester University Press,
2012) and has an edited collection of essays on French and German cinema
between 1930 and 1945 in press (Berghahn Books). He currently serves on the edi-
torial boards of Modern & Contemporary France, French Historical Studies, and The
Historical Journal of Film, Radio and Television.

Tom Brown is Lecturer in Film at King’s College London. He is the co-editor, with
James Walters, of Film Moments: Criticism, History, Theory (BFI, 2010) and, with
James Bennett, of Films and Television After DVD (Routledge, 2008). He is the author
of Breaking the Fourth Wall: Direct Address in the Cinema (Edinburgh University Press,
2012) and the co-editor, with Belén Vidal, of the forthcoming “The Biopic in
Contemporary Film Culture’ (an AFI Film Reader for Routledge).

Ian Christie is a critic, curator, and broadcaster, and he is currently Professor of
Film and Media History at Birkbeck, University of London. He has written exten-
sively on Russian, British, and French filmmakers, and edited interview books on
Martin Scorsese and Terry Gilliam. As vice president of Europa Cinemas, he is
active in helping cinemas modernize their appeal, especially to youth audiences,
and in developing new ways of measuring film’s cultural impact.

Kelley Conway is Associate Professor in the Department of Communication Arts
at the University of Wisconsin—-Madison. She is the author of Chanteuse in the City
(University of California Press, 2004) and has published essays on the work of
Agnes Varda, Jean-Luc Godard, and Brigitte Bardot.

Sarah Cooper is Reader in Film Theory and Aesthetics and Head of Film Studies
at King’s College London. She is the author of Relating to Queer Theory (Peter Lang,
2000), Selfless Cinema? Ethics and French Documentary (Legenda, 2006), and Chris
Marker (Manchester University Press, 2008). She is also editor of “The Occluded



x  Notes on Contributors

Relation: Levinas and Cinema,” a special issue of Film-Philosophy 11(2) (2007). She
is currently completing a book entitled The Soul of Film Theory.

Olivier Curchod holds a PhD in Cinema Studies and is a professor of French
literature, Latin, and classical culture in Paris. He has published widely on
Renoir, notably monographs on La Grande Illusion (Nathan, 1994) and Partie de
campagne (Nathan, 1995), La Régle du jeu: scénario original de Jean Renoir, with
Christopher Faulkner (Nathan, 1999), and La “Méthode Renoir”: pleins feux sur
“Partie de campagne” (1936) et “La Grande Illusion” (1937) (Armand Colin, 2012).
He co-produced and contributed to the La Régle du jeu DVD collector’s edition
(Editions Montparnasse, 2005), and contributed supplements to the DVD of
French Cancan (Gaumont, 2010), and the documentary Il était une fois ... “La Régle
du jeu” (2010). He has been a contributor to Positif since 1983.

Christophe Damour is Lecturer in Film Studies at the University of Strasbourg.
He has contributed chapters to Hollywood: les connexions frangaises (Nouveau
Monde, 2007), L’Acteur de cinéma: approches plurielles (Presses universitaires de
Rennes, 2007), Les Biopics du pouvoir politique de Uantiquité au XIXéme siécle (Aléas,
2010), and Masculinité a Hollywood, de Marlon Brando a Will Smith (L_Harmattan,
2011). He is the author of Al Pacino: le dernier tragédien (Scope, 2009).

Thomas Elsaesser is Professor Emeritus of Film and Television Studies at the
University of Amsterdam and since 2006, Visiting Professor at Yale University. He
has authored, edited, and co-edited some 20 volumes. Among his recent books as
author are European Cinema: Face to Face with Hollywood (Amsterdam University
Press, 2005), Terror und Trauma (Kadmos, 2007), Film Theory: An Introduction through
the Senses (with Malte Hagener; Routledge, 2010), and The Persistence of Hollywood
(Routledge, 2011).

Christopher Faulkner is Distinguished Research Professor at the Institute of
Comparative Studies in Literature, Art and Culture at Carleton University,
Ottawa. He is the author of The Social Cinema of Jean Renoir (Princeton University
Press, 1986), Jean Renoir: A Conversation with His Films, 1894-1979 (Taschen,
2007), and, with Olivier Curchod, La Régle du jeu: scénario original de Jean Renoir
(Nathan, 1999).

Edward Gallafent is Professor in Film Studies at the University of Warwick. He is
a member of the editorial board of Movie: A Journal of Film Criticism, and is the
author of Clint Eastwood: Actor and Director (Studio Vista, 1994), Astaire and Rogers
(Columbia University Press, 2002), and Quentin Tarantino (Longman, 2006).

Claude Gauteur is based in Paris. He has written and edited numerous books on a
wide range of key figures in French cinema, including Jean Cocteau, Michel Simon,



Notes on Contributors  xi

Sacha Guitry, and Marcel Pagnol, as well as Jean Renoir. Among his publications as
writer or editor on the filmmaker are Jean Renoir: la double méprise (1925-1939)
(Editeurs francais réunis, 1980), Ecrits (1926—-1971) (Pierre Belfond, 1974), Oeuvres
de cinema inédites (Editions Gallimard, 1981), and D’un Renoir Uautre (Le Temps des
cerises, 2005). He is the author, with Ginette Vincendeau, of Jean Gabin: anatomie
d’un mythe (Nathan, 1993; La Table ronde, 2006).

Susan Hayward is Emeritus Professor of Cinema Studies at the University of
Exeter. She is the author of several books on French cinema: French National Cinema
(Routledge, 2005), Luc Besson (Manchester University Press, 1998), Simone Signoret:
The Star as Cultural Sign (Continuum, 2004), Les Diaboliques (I. B. Tauris, 2005),
Nikita (1. B. Tauris, 2010), and French Costume Drama of the 1950s: Fashioning Politics
in Film (Intellect, 2010). She is also the author of Cinema Studies: The Key Concepts
(Routledge, 2006), and, with Ginette Vincendeau, editor of French Film: Texts and
Contexts (Routledge, 2000).

Julian Jackson is Professor of Modern French History at Queen Mary, University
of London. His publications, which have been translated into many languages,
include The Popular Front in France: Defending Democracy, 1934-1938 (Cambridge
University Press, 1988), France: The Dark Years, 1940-1944 (Oxford University
Press, 2001), The Fall of France (Oxford University Press, 2003), De Gaulle
(Haus Publishing, 2003); La Grande Illusion (BFI, 2009), and Living in Arcadia:
Homosexuality, Politics and Morality in France, 1945-1982 (University of Chicago
Press, 2010).

Anne M. Kern is Assistant Professor and Coordinator of Cinema Studies at
Purchase College, State University of New York. She has published work on
European and American cinema, surrealism, and psychoanalysis, including “From
One Exquisite Corpse (in)to Another: Influences and Transformations from Early
to Late Surrealist Games,” in Kanta Kochhar-Lindgren et al. (eds), Exquisite Corpse
(University of Nebraska Press, 2009). She is currently completing a book-length
project entitled A Sense of Play: Instances of the Ludic in Twentieth-Century European
Film and Theory.

Laurent Marie formerly lectured in French in the School of Languages and
Literatures at University College Dublin. He is the author of Le Cinéma est d nous:
le PCF et le cinéma francais de la Libération d nos jours (L_Harmattan, 2005). Other
publications include chapters in Les Fictions patrimoniales sur grand et petit écrans
(Presses universitaires de Bordeaux, 2009) and Policiers et criminels: un genre popu-
laire européen sur grand et petit écrans (L'Harmattan, 2009).

Michel Marie is Professor in Cinema Studies at the University of Paris 3: Sorbonne
nouvelle. He is the author of La Nouvelle Vague: une école artistique (Armand Colin, 1997;



xii  Notes on Contributors

trans. as The New Wave: An Artistic School, 2002), Le Guide des études cinématographiques
(Armand Colin, 2006), Le Cinéma muet (Cahiers du cinéma, 2005), Comprendre Godard
(Armand Colin, 2006), Les Grands Pervers au cinéma (Armand Colin, 2009), and
Les Films maudits (Armand Colin, 2010). He is co-author of L’Esthétique du film
(Nathan, 1983), L’Analyse des films (Nathan, 1988), Le Dictionnaire théorique et critique du
cinéma (Nathan, 2001), and Lite les images de cinéma (Larousse, 2007).

Lucy Mazdon is Professor of Film Studies at the University of Southampton. She
is the author of Encore Hollywood: Remaking French Cinema (BFI, 2000) and editor of
France on Film: Reflections on Popular French Cinema (Wallflower Press, 2001). She is
also the co-editor, with Michael Hammond, of The Contemporary Television Series
(Edinburgh University Press, 2005) and, with Catherine Wheatley, of Je t’aime ...
moi non plus: Franco-British Cinematic Relations (Berghahn Books, 2010). She is the
co-author, with Catherine Wheatley, of French Film in Britain Since 1930: Sex, Art
and Cinephilia (Berghahn Books, 2013).

Charles Musser teaches Film Studies at Yale University. His debut book, The
Emergence of Cinema: The American Screen to 1907 (Scribner’s, 1990), received the Jay
Leyda Prize, the Theater Library Award for Best Book on Motion Pictures, and the
Katherine Singer Kovacs Prize. Other publications include Edison Motion Pictures,
1890-1900: An Annotated Filmography (Cineteca del Friuli, 1997) and, edited with
Pear]l Bowser and Jane Gaines, Oscar Micheaux and His Circle: African American
Filmmaking and Race Cinema of the Silent Era (Indiana University Press, 2001). His
films include An American Potter (1976) and Errol Morris: A Lightning Sketch (2011).

Richard Neupert coordinates the film studies program at the University of
Georgia where he is Wheatley Professor of the Arts and a J. Meigs Distinguished
Teaching Professor. His books include A History of the French New Wave Cinema
(Wisconsin University Press, 2007) and French Animation History (Wiley-Blackwell,
2011), as well as translations of Aesthetics of Film (by Jacques Aumont et al.;
University of Texas Press, 1992) and Michel Marie’s The New Wave: An Artistic
School (Wiley-Blackwell, 2002).

Charles O’Brien is an Associate Professor of Film Studies at Carleton University
and the author of Cinema’s Conversion to Sound: Technology and Film Style in France
and the U.S. (Indiana University Press, 2004). In 2006-7 he was Ailsa Mellon Bruce
Senior Fellow at the Center for Advanced Study in the Visual Arts in Washington,
DC. He is currently writing a book on musical films of the early 1930s from Britain,
France, Germany, and Hollywood, entitled Entertainment for Export: Movies, Songs,
and Electric Sound.

Valerie Orpen is a freelance writer and translator based in London. She is the
author of Cléo de 5 a 7 (1. B. Tauris, 2007) and Film Editing: The Art of the Expressive



Notes on Contributors  xiii

(Wallflower Press, 2003), and a contributor to Alastair Phillips and Ginette
Vincendeau (eds), Journeys of Desire: European Actors in Hollywood (BFI, 2006). She
has also published several articles on French cinema.

Martin O’Shaughnessy is Professor of Film Studies at Nottingham Trent
University. He has written widely on French cinema, but is particularly interested
in political cinema and in the works of Jean Renoir. He is the author of Jean Renoir
(Manchester University Press, 2000), The New Face of Political Cinema (Berghahn
Books, 2007) and La Grande Illusion (I. B. Tauris, 2009). He co-edited Cinéma et
engagement (L’Harmattan, 2007).

V. E. Perkins was a founding editor of Movie magazine and is a member of
the editorial board of its online successor, Movie: A Journal of Film Criticism.
Since 1978 he has lectured at Warwick University, in the Film and Television
Studies department that he created. He is the author of Film as Film (Penguin,
1972), The Magnificent Ambersons (BFI, 1999), and La Régle du jeu (BFI/Palgrave
Macmillan, 2012).

Keith Reader is Professor Emeritus of French at the University of Glasgow and
Visiting Emeritus Professor & ULIP (University of London Institute in Paris). He is
the author of books on Robert Bresson (Manchester University Press, 2000) and Jean
Renoir’s La Reégle du jeu (I. B. Tauris, 2010), as well as of numerous articles and
chapters on French cinema (in particular the work of Alain Resnais, Jean-Luc
Godard, Alexandre Trauner, and Arletty).

Genevieve Sellier is Professor in Film Studies at the Michel de Montaigne Bordeaux
3 University. She is the author of Jean Grémillon: le cinéma est d vous (Klincksieck, 1989),
La Dréle de guerre des sexes du cinéma frangais, 1930-1956 (with Noél Burch; Nathan,
1996; Armand Colin, 2005), La Nouvelle Vague: un cinéma au masculin singulier (CNRS
Editions, 2005; trans. as Masculine Singular: French New Wave Cinema, Duke University
Press, 2008), and Le cinéma au prisme des rapports de sexe, with Noél Burch (Vrin, 2009).
She has been a member of the Institut universitaire de France since 2008.

Maureen Turim is Professor of Film and Media Studies in the Department of
English at the University of Florida. She has published over 90 essays in journals,
anthologies, and museum catalogues. She is the author of The Films of Oshima
Nagisa: Images of a Japanese Iconoclast (University of California Press, 1998),
Flashbacks in Film: Memory and History (Routledge, 1989), and Abstraction in Avant-
Garde Films (UMI Research Press, 1985). She is working on a book called Desire and
its Renewals in Cinema.

Elizabeth Vitanza is an independent scholar based in Los Angeles. She earned her
PhD in French and francophone studies at UCLA.



xiv  Notes on Contributors

Prakash Younger is Assistant Professor in the English Department at Trinity
College, Hartford, Connecticut, where he also directs the film studies program.
He has published articles on André Bazin, film and philosophy, the history of film
as art, the reception of MTV in India, and the Jamaican cult film The Harder They
Come. He is currently completing a book entitled Boats on the Marne: Jean Renoir’s
Critique of Modernity and researching a book on classic Bollywood cinema entitled
In Search of Sholay.

r

Figure 0.1 Jean Renoir points the camera at Fran¢oise Arnoul on the set of French
Cancan. Credit: Franco London/British Film Institute.
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Notes on the Text

Foreign-language quotations are translated into English by the authors, unless
a published translation has been used (in which case this is the version cited). The
original language is retained only if a point is made about language.

French Film Titles

For Renoir’s films, the English translation is dispensed with, as the reader will find
English-language versions of Renoir’s film titles in the complete filmography at
the end of the volume. For other films, an English translation is provided after the
first mention, and thereafter the French title is used.

Names

Definitive spelling of the names of cast, crew, and characters is notoriously diffi-
cult to arrive at. For the sake of consistency across this volume, in any case that is
open to debate we have deferred to the original film credits along with standard
authoritative texts, assenting always to the fact that the version we have chosen to
follow is not the only variant.

Pagination

References throughout the book are as complete as possible. However, a number of
daily and weekly press references do not indicate a page number. This is because they
were obtained by the authors from either the database at BiFi (Bibliothéque du film)
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in which the scanning of articles has deleted page numbers, or the Rondel collection
of clippings at the Département des arts du spectacle of the Bibliothéque nationale
de France, in which page numbers are also frequently missing. Readers wishing to
consult the full articles are directed to the BiFi Library (51 rue de Bercy, 75012 Paris),
which offers fast and convenient online access to the material; or the Département
des arts du spectacle, Bibliothéque nationale de France, site Richelieu (5 rue Vivienne,
75002 Paris); or the Bibliothéque nationale de France, site Francois-Mitterrand (quai
Francois-Mauriac, 75013 Paris), which holds full issues of the papers.



Introduction

Renoir In and Out of His Time

Alastair Phillips and Ginette Vincendeau

There is also genius.
V. E Perkins'

Renoir’s outstanding status in French and world cinema stems from a unique
combination of factors: his illustrious father (the painter Pierre-Auguste Renoir),
his political commitment to the Left in the 1930s, his long and eventful career span-
ning four decades and four countries (France, the United States, India, and Italy),
his own prolific writing, and last but not least his extraordinary body of films —
some of which (La Grande Illusion, 1937; La Régle du jeu, 1939) are universally con-
sidered masterpieces. Over 38 films, Renoir ranged from avant-garde amateur
work in the silent era to major popular successes in the 1930s and 1950s; he worked
in fiction but also made a celebrated documentary for the Communist Party (La
Vie est d nous, 1936); he championed location shooting and produced masterpieces
in studio sets; and he explored all the possibilities of the French film industry, while
also learning Hollywood’s methods. He was considered — and considered himself — a
quintessential French filmmaker, yet he took American nationality and died in
Beverly Hills. The topics of his films ranged hugely: from book adaptations to
original scripts, from historical to contemporary subjects, from the farmers of the
Midi to Parisian typesetters, and from French cancan dancers to American farmers
of the Deep South. Yet if this suggests a chameleon-like or even inconsistent fig-
ure, many have argued — convincingly — for a strong coherence in his work, both
thematic (a particular kind of humanism) and stylistic (realism as a defining fea-
ture). Indeed, Renoir was one of the key exhibits for the politique des auteurs; for
Frangois Truffaut, his films were “as personal as fingerprints” (de Baecque and
Toubiana 1999: 162). The aim of this book is thus to explore what is both a duality
and a tension, between the wide-ranging variety and the deep coherence, and
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A BETE HUMAINE

Figure 0.3 Productionstill of Jacques Lantier (Jean Gabin) in La Béte humaine (Production:
Paris Film Production (Robert Hakim)). Credit: RMN, with thanks to BiFi.

between the many “Renoirs” and the unique imprint. It does this by exposing its
subject to new approaches, by asking different questions, and by re-examining
familiar works from different angles and exploring lesser-known ones.

Producing this collection was both daunting and easy. As a canonical filmmaker,
Renoir has already generated a vast amount of distinguished writing, not least
by himself and by André Bazin, whose collected criticism, first published as
Jean Renoir in French in 1971, Francois Truffaut called “the best book on the
cinema, written by the best critic, about the best director” (Truffaut in Bazin 1992: 7).
After Bazin, French- and English-language scholarship has produced other
landmark studies, which the reader will find time and again referred to in these
pages: the work of, in particular, Olivier Curchod, Claude Gauteur, Frank
Curot, Claude Beylie, Francois Poulle, and Daniel Serceau in France, and
Alexander Sesonske, Raymond Durgnat, Christopher Faulkner, Dudley Andrew,
and Martin O’Shaughnessy in the United Kingdom and United States; at the time
of completing this book, a new biography by Pascal Mérigeau has just been
published. Yet, despite this impressive pedigree, it proved easy to attract new
writing. We found that Renoir’s films generate such enduring fascination and
pleasure that our invitation to write on his work met with huge enthusiasm —
from both long-established Renoir experts and younger scholars, all bringing
fresh perspectives to the director’s work.

Our main concern was to offer readers a compendium of new information,
new data, as well as new ideas. The book should be stimulating for those already
familiar with Renoir’s work, while providing a comprehensive resource for those
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new to him. Our contributors have exceeded our expectations in helping us
achieve this aim. Their approaches range from close textual analysis to detailed
research within the French and American archives. If this book shows the peren-
nial validity of auteur scholarship when supported by solid evidence (textual and
contextual), it also productively exposes Renoir to newer approaches in film
studies. Chapters deploying philosophy, performance studies, gender studies,
and cultural analysis all confirm that if Renoir is a canonical filmmaker, he is
certainly not a museum figure.

Like Renoir’s films, our approach is wide-ranging. This volume combines the-
matic chapters on topics such as performance, theatrical adaptation, photography,
the figure of the artist, Renoir’s critical reception, and anti-Semitism, with chap-
ters on aspects of Renoir’s biography and his stylistic features. The book also con-
tains work focusing on just one film. This includes a round table (on La Régle du
jeu) and, in one case, an analysis of a fragment of just one scene (in La Béte humaine,
1938). While we could not possibly cover Renoir’s work exhaustively, we hope to
have provided a sufficiently comprehensive “road map” to enable readers to find
their way through the richness and originality of his work, which justifies his sta-
tus as, in Truffaut’s words, “the best director in the world.”

Close-Up on Renoir’s Aesthetics

It is a fitting testament to the enduring significance of Bazin’s book on Renoir that
many contributors cite it extensively when discussing the director’s complex mise
en scéne. And they have responded eloquently to the challenge of reassessing this
vital element of Renoir’s practice, either by tackling Bazin head-on or by initiating
discussion of relatively neglected aspects of Renoir’s filmmaking that take our
understanding of his career in new directions. In his discussion of Renoir’s practice
of shooting in deep space and, in his neat formulation, “deep time,” Martin
O’Shaughnessy argues that Renoir’s greatest work is driven by an aesthetics
that actively acknowledges the presence of competing historical possibilities.
He shows that if many of Renoir’s films constantly connect inside and outside, it
is not because the world is a stable, unified whole that must be shown as such, but
because the director’s conception of the world is uniquely uneven and in flux. As
he puts it, “something significant changes in the films’ style as history enters their
frame.” Many of the book’s contributors develop this concern with historical
transformation, for instance in terms of Renoir’s fascination with acting and per-
formance. This is extensively documented in Christophe Damour’s chapter, which
provides for the first time a comprehensive inventory of Renoirian acting styles.
Approaching the topic from a different angle, Susan Hayward embeds her discus-
sion of performance in Renoir’s color costume dramas of the 1950s within a
detailed analysis of set design, linking production constraints with aesthetics, and
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showing how, for instance, sets within sets, frames within frames, function within
Renoir’s expressive mise en scéne.

We are especially delighted that so many contributors have taken up the chal-
lenge of reassessing Renoir’s aesthetics in terms of his use of sound. In his thor-
ough and systematic examination of Renoir’s practice in the 1930s, Charles
O’Brien argues that while it remains true that Renoir’s conception of the medium
differed substantially from Hollywood norms, the director remained committed
to a system of conventions that was largely characteristic of French cinema as a
whole. In this way, he documents how Renoir was, in terms of sound, both “the
exception and the norm.” In his chapter, Michel Marie tackles sound from a dif-
ferent angle, arguing that Renoir’s capacity for audio-visual innovation centered
on a unique conception of the expressive potential of the recorded voice, espe-
cially the nuances, accents, and registers of the French language. Renoir’s
soundtracks of the 1930s, he points out, are marked by an astonishing variety of
voices and vocal mannerisms that contribute to an almost ethnographic por-
trayal of France at the time. The importance of the voice is similarly explored in
Valerie Orpen’s incisive reading of sound in La Grande Illusion — a topic which,
surprisingly in view of the importance of language in the film, has been until
now underexplored.

The reader will note a two-pronged method to the book’s appraisal of Renoir’s
style and aesthetics in that it provides both a macro and a micro approach. While
the former privileges one particular aspect of the director’s work — such as cin-
ematography or set design or sound — across a number of films, we have also
commissioned studies of individual titles that deploy a range of analytical meth-
ods. Our aim is to provide a broad chronological framework to fully convey the
richness and variety of Renoir’s overall career. Anne Kern thus discusses a selec-
tion of Renoir’s silent films of the 1920s which she connects to “the ethics of
play,” before we move to Olivier Curchod’s meticulous archival work on the
mysterious appearance or disappearance of the murder scene in various versions
of La Béte humaine. To mark the monumental significance of La Régle du jeu to
Renoir studies, we have brought together three distinguished Renoir scholars —
V. E Perkins, Christopher Faulkner, and Martin O’Shaughnessy — for a round
table. Their spirited discussion ranges across a rich array of themes and pin-
points key moments (the offering of a rabbit, a farewell between lovers, etc.), in
the process demonstrating the validity of detailed, close textual analysis as well
as the fact that this extremely well-known film still has more insights to yield.
Finally, in his reflection on the aesthetics of The River (1950), Prakash Younger,
through a rereading of Bazin’s discussion of Renoir’s staging of characters in the
Bengal setting, is fascinated by how a phenomenological engagement with The
River’s pro-filmic world enables a dynamic interpretation of the film'’s politics of
realism. By reading the film through Bazin he also helps resolve the contradic-
tion of a film that is both “orientalist and imperialist,” and yet, at the same time,
“a landmark in the history of the cinema.”
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Renoir’s Filmmaking and the Arts

Like all major filmmakers, Jean Renoir has been perceived as an exceptional artist,
a figure ahead of his time or even working in opposition to prevailing values. In
short, the unique auteur above the run-of-the-mill metteurs en scéne. When influ-
ences have been conceded, they have focused on his relationship to his illustrious
father, a view propagated by the director’s own book Renoir, My Father (2001; first
published 1958), developed by much writing on him (including Bazin (1992; first
published 1971)), and proposed more recently by an exhibition in Paris that com-
pared the work of father and son (Benoliel and Orléan 2005). We felt, as a result,
that it was more urgent to explore other connections between Renoir and the
wider culture. To this effect, Alastair Phillips opens up the hitherto neglected, yet
surprisingly rich, relationship between Renoir and photography. Renoir lived and
worked in an era when many of the world’s greatest photographers converged on
Paris and his work is testimony to this, in terms of its aesthetics (his street scenes
for instance), technical experimentation, and manner of self-presentation. In this
fashion, Phillips thus shows Renoir as a cultural figure highly aware of the value
of the image.

Equally crucial has been Renoir’s interaction with the theater — both explicitly,
as a theme that surfaces in many of his films from Nana (1926) to Le Petit Thédtre
de Jean Renoir (1969), and implicitly as a major cultural intertext. Thomas
Elsaesser reflects on both the theme and the mise en scéne of theatricality, finding
unexpected echoes between La Régle du jeu in 1939 and postwar costume films
such Le Carrosse d’or (1953) and Eléna et les hommes (1956). He challenges the
dichotomy between Renoir’s early political films and his late “entertainment”
films, concluding that “the game, the spectacle, and theater suddenly appear as
the most difficult, the most serious, and the most dedicated forms of being polit-
ical.” Whereas Renoir’s seeking inspiration in French eighteenth-century theater,
or in the Italian commedia dell’arte, has long been recognized, as discussed by
Elsaesser and also by Hayward in her chapter on decor, equally important, yet
often ignored, are his adaptations of popular nineteenth- and twentieth-century
plays. In her study of Renoir’s early 1930s films, Geneviéve Sellier unearths an
unexpected reliance on the generally disparaged tradition of boulevard theater —
from pieces that are considered “minor,” such as Tire au flanc (1928) and Chotard
et Cie (1933), to great classics like Boudu sauvé des eaux (1932). While Renoir often
reworked the original texts from an innovative aesthetic perspective, Sellier also
demonstrates that he was not immune to the tropes, characters, or ideology of
the popular theater of his time and that, in this respect, his films fitted a major
pattern of French cinema at the coming of sound. But Renoir’s love of popular
stage entertainment also encompassed the cabaret and the music hall. Kelley
Conway and Ginette Vincendeau show how;, at different stages of his career, he
used popular song, and in particular the traditional chanson réaliste. Ranging
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from La Chienne (1931) to La Béte humaine, Conway shows the astonishing variety
of approaches that Renoir took to the use of diegetic music and songs, thereby
helping the reader to “better understand [Renoir’s] aesthetic and political com-
mitments as well as the importance of music in French classical cinema more
generally.” In her chapter on French Cancan, a work made in the very different
context of Renoir’s return to France after several years in the United States, and
after detours to India and Italy, Vincendeau explores the film’s controversial sex-
ual politics by focusing on its reflection on myths of femininity in traditions of
popular entertainment ranging from the melodramatic chanson réaliste to the
exuberant cancan.

Renoir’s cultural interests varied impressively from high culture to popular
spectacle, and speak of a very modern — if not postmodern — approach to art.
This versatility has clearly informed his films in a number of intangible ways,
but it is also reproduced more literally in the extraordinary diversity of artistic
figures present in his films. As Charles Musser discusses, the figure of the artist
in society has been one of Renoir’s preoccupations throughout his entire
career. Looking more precisely across the director’s films from 1928 to 1939,
Musser explores this range, from the effete poet of Tire au flanc to the poignant
figure of Octave, the “failed” artist of La Régle du jeu, demonstrating in the
process that Renoir emerges as “an author striving to find his own sense of
artistic integrity.”

Shifting Places in the Critical Canon

The centrality of Renoir in French and world cinema is paralleled by his promi-
nence in the critical and academic canon. All the major developments in film stud-
ies can be traced, quite literally, through Renoir while, as Ian Christie shows, his
own place as an object of study has significantly shifted over the years. The natural
place to start this investigation is with Bazin, whose writing provides the bedrock
of all subsequent work. Indeed, as Dudley Andrew puts it in his chapter on the
bond between the critic and the director, their actual meeting brought “the best
film critic face to face with the best director.” Exploring the relationship through
themes such as realism and adaptation, Andrew also charts the complex process
whereby their combined work — not to mention talent — helped move the cinema,
in practice and in theory, to full recognition as an art form.

As significant as Bazin’s role in Renoir criticism might be, notably from the
point of view of aesthetics, other approaches have revealed different layers of
meaning to the films. Sarah Cooper’s chapter performs a dual task in this respect.
On the one hand, as her case study of The River shows, the phenomenological
method of Henri Agel’s unjustly forgotten work reveals a more spiritual dimen-
sion to Renoir’s cinema. On the other hand, her chapter also brings the cutting
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edge of contemporary film studies to Renoirian critical practice, namely the
twinning of film with philosophy. Shifting away from spirituality, though not
from concerns with realism, a counter-approach is offered by Laurent Marie in
his detailed account of the reception of Renoir’s films by communist critics. In
his evocatively titled “The Grand Disillusion,” Marie traces the relationship
between Renoir and communist artists and critics — among whom Georges
Sadoul — from their closeness in the mid-1930s to their subsequent parting of the
ways. He shows how these fluctuations had as much to do with Renoir’s work as
with the communist cultural agenda, but that Renoir ultimately remained the
exemplary figure of a great artist who also knew how to address a popular audi-
ence. If the communist reception of Renoir’s work as a whole was uneven, the
broader critical reception of La Régle du jeu was even more dramatic. Indeed,
perhaps the most deeply entrenched “fact” in Renoir studies remains that the
film today revered as Renoir’s masterpiece was originally received with such
hostility in the summer of 1939 that it was subsequently banned during the war
because of its unsettlingly radical nature. This is why we decided to include
Claude Gauteur’s painstaking archival research into the critical reception and
fate of the film which shows this, beyond doubt, to be a myth. Gauteur reveals
that if the reception was not uniformly positive, the film had its early champions
and its fate — like that of many other films — was linked to the historical moment
of the war and the German occupation — another way in which Renoir is produc-
tively replaced in his context.

La Régle du jeu would of course become a major harbinger of modern cinema,
in part through its enormous influence on the band of young French critics in
the 1950s who became the New Wave filmmakers. Richard Neupert, in his chap-
ter, traces Renoir’s relationship with the New Wave as a two-way one. He charts
the various ways in which Renoir provided a model for young critics such as
Truffaut and Eric Rohmer to develop their politique des auteurs, and how his films
exerted a major influence on other budding filmmakers such as Louis Malle and
Claude Chabrol. Neupert also shows how, in turn, the young critics had an influ-
ence on the veteran director, not least in reviving his critical standing in the
postwar period by arguing, against prevailing opinion, for a continuity between
the prewar and American work. Renoir’s changing fortunes in the 1950s are Ian
Christie’s starting point in his wide-ranging exploration of the director’s critical
and academic reputation over the years. While Renoir — especially for his 1930s
films —has always been regarded as one of the great European directors, Christie
shows how his reputation as a “realist” and a great “humanist” fell out of favor
in the 1970s when the dominant critical agenda was antirealist. This slowly
changed, in part through several landmark scholarly works, which productively
married precisely documented historical contextualization with close textual
analysis. Renoir has remained in the pantheon of film connoisseurship and film
studies ever since, and as Christie puts it, “We are now all free to find the Renoir
who speaks to us most directly.”
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French Renoir

In his chapter on the communist reception of Renoir’s work, Laurent Marie men-
tions that critical disappointment reached a peak with his decision “first to go to
Mussolini’s Italy and, a few months later [. . .] to embark for the United States in
December 1940.” If a certain chauvinism cannot be disregarded here, the French
Communist Party’s (widely shared) reaction stemmed from the sense of Renoir as
a uniquely French filmmaker — a view which he himself promoted on many occa-
sions, with retrospectively perhaps unwise declarations such as: “I am absolutely
certain that I would be unable to produce a proper film outside my own national
community. This is why I refuse to leave my country and work in America” (Renoir
1977 [1938]: 20).

Many, in fact, would agree that Renoir produced his finest work in France.
Leaving these debates aside, Renoir’s French work, especially in the 1930s, indeed
provides a unique chronicle of French society, through his realist aesthetics (shoot-
ing on location, attention to sociological detail, socially embedded dialogue), his
interest in French history, and his overt left-wing political agenda. Supreme in
this respect is his work during the Popular Front,” a period of huge political
and cultural turmoil, which Brett Bowles surveys in a comprehensive and finely
documented manner. Bringing long-standing debates on the topic up to date,
Bowles challenges the classic dichotomy between Renoir’s political work and his
“disengaged” work, seemingly epitomized by the famous phrase uttered by Octave
(played by Renoir) in La Régle du jeu, that in this world, “everyone has their reasons.”
In the process, he reassesses Renoir’s major films of the period, in particular
Le Crime de Monsieur Lange, Les Bas-fonds (1936) and La Béte humaine — revealing
Renoir’s work as an “ambitious long-term struggle to implement a personal aes-
thetic agenda that simultaneously promoted the collective welfare of his nation.”
La Marseillaise (1938) plays an ambivalent part in Renoir’s Popular Front films. A
clearly ideological project that aimed to link the Popular Front of 1936 to the
Revolution of 1789, the film was coolly received, in part for its perceived lack of
criticism toward the king. In his chapter, Tom Brown considers how questions of
self-presentation, artifice, and authenticity are embedded within the film’s rhetori-
cal style. Concerned to find a middle way between traditional Marxist analysis and
“humanist” concerns, Brown examines how La Marseillaise attempts to transcend
these “pitfalls,” by way of a close textual analysis of performance in the film, nota-
bly of Pierre Renoir’s incarnation of Louis XVI. Brown’s extremely nuanced dis-
cussion of performance is another demonstration of the fruitful linking of
historical context with detailed textual analysis.

Such linkage of text and context is also evident in both Keith Reader’s analysis
of Toni (1935) and Christopher Faulkner’s reading of La Régle du jeu. These two
films incidentally show the scale of Renoir’s quasi-ethnographic project, from
workers in the Midi to aristocrats in the Sologne, and highlight his successful
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deployment of genre in reaching this objective (melodrama for Toni, the comedy
of manners for La Régle du jeu). Reader explores how Toni’s story of love and jeal-
ousy among poor farm and quarry workers, and in particular the drama of “failed
masculinity” relating to its eponymous character, is distinguished by Renoir’s
ability to recount “a melodramatic story in a decidedly nonmelodramatic way.”
Faulkner’s chapter on La Régle du jeu, part of a wider, ongoing, project, takes a very
different approach. Wondering what sort of knowledge the audience might have
had when they came to the film and, in reverse, what sort of knowledge the film
produced for those audiences, Faulkner selects motifs, objects, characters, and
themes from the film and subjects them to an exacting cultural analysis. His motifs
range from the frivolous (the card game of belote) to the minutely detailed (railway
timetables in the middle of the night) to more momentous cultural matters such
as workers’ exploitation, modern technology, food, and art. He concludes that
“Renoir’s respect for the ordinary and the everyday makes him the filmic chroni-
cler of the mentalités of his time.”

One sensitive aspect of Renoir’s representation of these mentalités is the ques-
tion of anti-Semitism. This is touched on by Faulkner, and it surfaces in Julian
Jackson’s chapter on Renoir’s war. In her chapter, however, Maureen Turim offers
a thorough exploration of the topic, based in large part on an analysis of La Grande
Illusion. Turim discusses how in both this film and La Régle du jeu, Renoir’s com-
plex, but well-meaning, textual practice remains ambivalent. This ambivalence she
reads as belonging in part to the films™ historical dimension (the legacy of the
Dreyfus affair, the ideological struggles of the 1930s) and in part to Renoir’s biog-
raphy, as she assesses Renoir’s “effort to make amends on behalf of the Renoir
family,” in particular the virulent anti-Semitism of his father.

International Renoir

There is no doubt, then, that Renoir’s films are deeply steeped in the culture, arts,
and politics of France — the country of his forebears, in which he grew up and
launched his career as one of the nation’s most emblematic filmmakers. Yet, the
surprising prominence in the book of Renoir’s Indian film, The River, suggests
that the director is perceived today as much as a global figure as a national one. As
Ian Christie points out in his discussion of scholars’ and critics” enduring relation-
ship with Renoir’s work, his films now circulate on DVD and online within a
global cinephilic and academic community, to the extent that he is consistently
perceived as one of the greats of world, and not just French, cinema. During his
own lifetime, however, Renoir already saw himself as an internationalist, watch-
ing new films from around the world, traveling to the Soviet Union in the 1930s,
living and working in Hollywood during World War II and, eventually, taking US
citizenship. He thus insured a running dialogue between the Old World and the
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New that lasted up to his death. As Vincendeau points out, by the time Renoir
made French Cancan in the mid-1950s, his perception of his homeland was already
permanently tinged by the gaze of an anthropologist looking at his subject with
both the intimate affection and knowledge of a native, and the distanced perspec-
tive of a foreign tourist.

With this in mind, we have therefore made a deliberate decision to shed new
light on Renoir’s spirit of internationalism by including work on his relations with
Hollywood cinema, as well as his time in the Indian subcontinent. In his chapter
on the personal and political dimensions of the director’s experience of World War II,
Julian Jackson maps out Renoir’s surprisingly complex and ambivalent ideologi-
cal evolution immediately before, during, and after the war. This he conducts
through an attentive and revealing examination of — among other documents —
Renoir’s correspondence. Jackson makes the point that against the familiar “master
narrative” that traces a shift from the politically engaged left-wing filmmaker
of the 1930s to the more conservative artist of the 1950s, Renoir’s international
trajectory was rather one of false starts, compromised decisions, and shifts,
together with the forging of new alliances. In this spirit of multifaceted cosmopoli-
tanism and adaptation, Elizabeth Vitanza likewise argues for a reassessment of the
films that Renoir made during his American career. Like Jean-Loup Bourget who
shows in his analysis of The Woman on the Beach that Renoir’s conception of the
conventions of Hollywood genre cinema was particularly acute, she suggests —
against prevailing opinion — that the feature-length English-language films Renoir
made in Hollywood constitute both a formative and a positive chapter in the direc-
tor’s overall career. Looking at archival evidence, Vitanza convincingly puts for-
ward a more nuanced and micro-historical approach that conveys a sense of
interconnected “sites of struggle,” similar to those that marked Renoir’s earlier
time in France.

To investigate Renoir’s American period further, several writers look at his six
American films in some detail. Jackson embeds analyses of Renoir’s “war effort”
films This Land is Mine (1943) and A Salute to France (1944) in his wider historical
analysis, while Vitanza examines the production context of, in particular, The
Southerner (1945) and The Diary of a Chambermaid (1946). In addition, as mentioned,
Bourget devotes a chapter to The Woman on the Beach, exploring in particular the
dreamlike qualities of this noir drama, a film which, Bourget claims, is “one of
Renoir’s neglected masterpieces.” Similarly, Edward Gallafent challenges the sense
of disappointment elicited, for some critics, by Renoir’s American films, with a
close textual analysis of The Southerner. Gallafent focuses on Renoir’s use of ges-
tures, especially of touching with the hands, and connects this element with the
director’s French career as “extending an element of his work present in his earlier
films.” Finally, Lucy Mazdon deals with another, unexpected dimension of Renoir’s
Franco-American dialogue in her discussion of the remakes of Renoir’s French
films: La Chienne (1931), remade as Scarlet Street (Fritz Lang, 1945), La Béte humaine,
remade as Human Desire (Fritz Lang, 1954), and Boudu sauvé des eaux (1931), remade



