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Masters of Cinema are lively and accessible introductions to the 	
lives and work of the world’s greatest film directors. Each book provides 	
the keys to understanding a director’s career, from their earliest projects 	
to their most recent films, alongside a complete filmography, film stills, 	
on-set pictures and film posters. Written by experts in the field, Masters 	
of Cinema are an essential resource for film students and enthusiasts as 
well as those discovering the director’s work for the first time.

–– Essential introductions to the work of the world’s greatest directors

–– Great value, comprehensive, authoritative, yet concise and accessible 
monographs on leading figures in the history of cinema

–– Organized chronologically

–– Clear and insightful texts written by some of the world’s most 
respected specialists – film critics, journalists and scholars

–– Richly illustrated with 100 images, including some rarely  
seen film stills, set photographs, film sequences and posters 

–– Useful guide to the seminal films of the best directors

–– Includes a detailed biography, filmography and plot summaries

Masters of cinema

240 × 195 mm 
9½ × 7 2⁄3 inches 
104 pp 
100 photographs

Paperback 
£	 5.95	 UK 
$	 9.95	 US 
C	 7.95	 EUR 
$	11.95	 CAN 
$	12.95	 AUS

From top to bottom, from left to right: 	
stills from The Kid by Charlie Chaplin, 	
Summer with Monika by Ingmar Bergman, 	
Citizen Kane by Orson Welles, The Seven Year Itch 
by Billy Wilder, La Strada by Federico Fellini.
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Ingmar Bergman (Sweden, 1918–2007) is a giant who made around 
fifty feature films that caught the spirit of his times, while endlessly 
reworking his private obsessions and anguish in the face of a silent god. 
In Summer with Monika (1953), Harriet Andersson plays a scandalously 
unconventional and sensual young woman, a breath of freedom 
epitomizing a new modernity in film. In The Seventh Seal (1957), 
Bergman evokes faith and death. Persona (1966) is one of the most 
powerful depictions of the ambiguity of evil. Later, in Scenes from  
a Marriage (1973) he offers a lucid examination of a couple whose mutual 
attraction turns to destruction, while Fanny and Alexander (1982) is a 
joyful and nostalgic evocation of childhood memories. Bergman’s last 
film, Saraband (2003), is a spare masterpiece, at once an object lesson  
in how to make a film and an existential exploration.

Jacques Mandelbaum has been a film critic for the newspaper 	
Le Monde since 1995. 

Ingmar Bergman
Jacques Mandelbaum

240 × 195 mm 
9½ × 7 2⁄3 inches 
104 pp 
100 photographs

Paperback 
978 2 8664 2606 4

£	 5.95	 UK 
$	 9.95	 US 
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Published  
April 2011

Charlie Chaplin (UK, 1889–Switzerland, 1977) is one of cinema’s 
mythical figures, while the character he played so often has become an 
icon. After a childhood in Dickensian London and early work on the  
stage, it was his move to Hollywood that enabled him to express his  
rich talent to the maximum, becoming the undisputed master of the 
burlesque genre in its golden age. His best-known feature films, 
including City Lights (1931), Modern Times (1936) and The Great Dictator 
(1940), were made in the 1930s and combine comedy with social and 
political comment. With the advent of sound, Chaplin put away his baggy 
trousers, walking stick, broken-down shoes and bowler hat and set 
about developing ambitious dramas. But during the cold war period  
his free lifestyle and left-wing political affiliations obliged him to leave 
the USA. While his last European films, Monsieur Verdoux (1947) and 
Limelight (1952), did not have the same popular success as his earlier 
work, they remain major masterpieces.

Jérôme Larcher is a producer, scriptwriter and former editor of 
Cahiers du cinéma.

Charlie Chaplin
jérôme larcher
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Federico Fellini (Italy, 1920–1993) is a major figure in the history  
of cinema, who created his own highly personal and baroque cinematic 
language. He had his first major success in 1954 with La Strada, in which 
his wife and favourite actress Giulietta Masina plays the unforgettable 
Gelsomina, an innocent clown who falls prey to the violence of the  
post-war period. With La Dolce Vita of 1960, Fellini turned his attention  
to modern life and the scene in which Marcello Mastroianni and Anita 
Ekberg embrace in the Trevi fountain has become a globally recognized 
symbol of seduction. Psychoanalysis is a clear influence on 8½ (1963),  
in which the character of the film-maker, played by Mastroianni, is a 
fantasy double of Fellini himself, while Fellini Roma (1972) and Amarcord 
(1973) are highly personal, combining caricature, dreams and nostalgia.  
In the 1980s Fellini made Ginger and Fred (1986) and Intervista (1987), 
both melancholic reflections on the death of cinema. Through the prism 
of the director’s own desires and obsessions, Fellini’s work is universal 
in scope, dealing with modern humanity in all its contradictions.

Àngel Quintana teaches the history and theory of cinema at the 
University of Girona (Spain). He also writes on film for Cultura/s, El Punt, 
and the Spanish edition of Cahiers du cinéma.

FEDERICO FELLINI
Àngel Quintana

240 × 195 mm 
9½ × 7 2⁄3 inches 
104 pp 
100 photographs

Paperback 
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Orson Welles (USA, 1915–1985) was a complete auteur, a brilliant 
director and scriptwriter, a prodigious actor of memorable physique  
and a figure of legend. He began his directing career in 1940, at the age  
of twenty-five, with Citizen Kane, an undisputed, ground-breaking 
masterpiece of cinema history. Welles’ stature as a baroque, impetuous 
and profoundly free artist made the studios uncomfortable. He had  
control of every detail on the twelve feature films he was able to make, 
including Lady from Shanghai with Rita Hayworth (1947), Touch of Evil  
with Charlton Heston (1958), adaptations of Shakespeare’s plays  
including Macbeth (1948) and Othello (1952) and Kafka’s The Trial (1962). 
Orson Welles remains a unique figure in cinema history and a real 
source of inspiration for future generations of film-makers.

Paolo Mereghetti is a journalist and critic, notably for Corriere 	
della Sera. He is the author of a well-known Italian dictionary of cinema 	
(Il Mereghetti), and has also contributed to the Venice Film Festival.

Orson welles
Paolo Mereghetti 
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Billy Wilder (USA, 1906–2002) is an undisputed master of American 
comedy, taking situation comedy to the edge of the absurd in Some Like it 
Hot (1959). But he also made pessimistic melodramas such as Sunset 
Boulevard (1950), in which Gloria Swanson gives a moving performance 
as a fallen star, and a few fine examples of film noir, such as Double 
Indemnity (1944) and Witness for the Prosecution (1957). Wilder worked 
with the greatest stars and his filmography is studded with classic 
scenes, including Marilyn Monroe playing the banjo in Some Like it  
Hot or holding her billowing skirt over the subway outlet in The Seven 
Year Itch (1955), Jack Lemmon draining spaghetti with a tennis racket in 
The Apartment (1960) and Shirley MacLaine as a Parisian streetwalker in 
Irma la Douce (1963). His humour is often incisive and his vision of the world 
somewhat cynical, but all his characters experience a moment  
of truth and, for this reason, Billy Wilder is primarily a great moralist.

Noël Simsolo is a film historian, scriptwriter, actor, film-maker and novelist. 
He has published many books on film, including Clint Eastwood (2006).

Billy wilder
Noël Simsolo
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Pedro Almodóvar (Spain, b. 1951) single-
handedly represents the revival of 
Spanish cinema as part of the cultural 
flowering of the Movida Madrileña in 
the 1980s. New York was first to hail 
the unbridled imagination of this pro-
vocative director, whose films are filled 
with transsexuals, neurotics (Women 
on the Verge of a Nervous Breakdown, 
1988) and even drug-addicted nuns 
(Dark Habits, 1983). In his maturity 
Almodóvar has continued to draw 
inspiration from his underprivileged 
childhood in a remote corner of La 
Mancha, making melodramas burst-
ing with heightened passions expres-
sed by unforgettable actors such as 
Penélope Cruz (All About My Mother, 
1999; Broken Embraces, 2009) and Gael 
García Bernal (Bad Education, 2004).

Thomas Sotinel has been a journalist for 
French newspaper Le Monde since 1989. 
He is currently editor of the newspaper’s 
film section.

Masters of Cinema are lively and accessible intro-

ductions to the life and work of the world’s great-

est film directors. Each book provides the keys to 

understanding a director’s career, from their earliest 

projects to their most recent films, alongside a com-

plete filmography, film stills, on set pictures and film 

posters. Written by experts in the field, Masters of 

Cinema are an essential resource for film students 

and enthusiasts as well as those discovering the 

director’s work for the first time.

Thomas Sotinel

Masters
of cinema

Pedro
Almodóvar Thomas Sotinel
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Alfred Hitchcock

stanley kubrick

David Lynch

martin scorsese

steven spielberg
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In the same year (1963), the festival opened with the out-of-competition screening of Alfred Hitchcock’s  film The 
Birds. The master was delighted to rediscover in Tippi Hedren the sort of chic icy blonde he thought he had lost for ever 
when Grace Kelly decided to give up her acting career. In front of the Palais du festival, a flock of birds is released 
to promote the film. But this did not prevent this masterpiece of modern cinema from being widely misunderstood by 
the Cannes critics and public. While remaining obviously impassive, Hitchcock was used to this type of promotional 
campaign, which was about ‘selling an image’. His furtive appearances in each of his films, and above all the fact that 

Alfred Hitchcock and Tippi Hedren, 1963

141

1 and 3 Tippi Hedren and Alfred Hitchcock, 1963 2 Orson Welles, 1966 4 Macha Méril and Orson Welles, 1966

he regularly worked for television, directing or sponsoring so-called ‘thriller’ series, helped him to stay well ahead 
of the pack in an age that often required filmmakers to be seen as ‘brand names’. Since his ‘War of the Worlds’ radio 
broadcast, which over night made him a household name in America before he ever shot Citizen Kane, Orson Welles 
had known that a true film director was one who identified himself with his work. Whether in Cannes with one of his 
films or as a visitor, Welles rapidly came to embody cinema. Striding alone along la Croisette, he naturally aroused a 
certain curiosity. He was recognized, he was admired. He was the epitome of cinema on the go, always in exile.

265

Isabella Rossellini and David Lynch, 1990

In 1990, David Lynch was not really a regular at the Cannes Film Festival. He had come simply to show his latest 
offering, Wild at Heart. At the time of this photograph he did not know that he would win the Palme d’Or that year, 
which would act like an electric shock on the festival-goers. Meanwhile, here he is with his partner Isabella Rossellini, 
who is looking elsewhere, perhaps at her old mentor, Martin Scorsese. Lynch had given her her best-ever role in Blue 
Velvet. A memorable one. The following year, the prize-winning director of Wild at Heart would return with Twin Peaks: 
Fire Walk with Me, an even more daring film, but one on which fortune would smile much less warmly at the awards. 266

In 1999, Penélope Cruz was a rising star. At Cannes that year she was one of the distinguished members of Pedro 
Almodóvar’s cast of Todo sobre mi madre (All About My Mother). The Spanish film had an almost entirely female cast. 
It was greeted with a standing ovation. The great Pedro was promised a Palme d’Or for his first participation in the 
competition, but history and David Cronenberg decided otherwise. That did not prevent the beautiful Penélope from 
developing her career in Hollywood, where she would soon meet Tom Cruise. Cannes would have been her dry run, her 
initiation. Her smile leaves no doubts as to her chances of success.

Penelope Cruz, 1999

Starlets, 1947

151950  1959
Grace Kelly, 1955

161950  1959 In 1955, Grace Kelly was introduced to Cannes with the film The Country Girl, by George Seaton, for which she won an 
Oscar. Already Alfred Hitchcock’s muse, she was in the middle of shooting another of his films, To Catch a Thief, with 
Cary Grant, on the Côte d’Azur. That year, Grace Kelly was still at ease in enjoying her celebrity status. A sort of playful 
complicity established itself between her and the photographers. ‘She had invited us for a drink on the terrace after the 
photo shoot,’ says Henri Traverso. Soon the star would become a princess, and the photos would lose their charming 
simplicity. For the very status of the image changed: it became more official and thus less natural. 
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–– A beautiful collection of portraits of the greatest film stars, actors  
and directors from around the world.

–– A visual history of the world’s greatest film festival, the Cannes 
festival, from its beginnings in 1939 to the present day

–– 550 photographs taken by three generations of photographers from  
the Traverso family

–– From Louis Lumière to Quentin Tarantino, Grace Kelly to Penélope 
Cruz, all the greatest film-makers and stars are immortalized here 

–– A warm and personal approach to the development of the festival  
and that of cinema 

–– Each portrait is accompanied by a short and anecdotal text written  
by Serge Toubiana, Director of the Cinémathèque Française

The Traversos are a family of photographers. They live and work in 
Cannes, and have photographed the Festival every year since its inception. 	
Serge Toubiana was Editor-in-Chief of Cahiers du cinéma (1973–1991). 
He is now Director of the Cinémathèque Française.

Cannes Cinema
a visual history of the world's greatest film festival

Photographs by Traverso, Text by Serge Toubiana

Spreads showing 	
(from top to bottom, 
from left to right):	
starlets (1947), 	
Grace Kelly (1955), 
Alfred Hitchcock and 
Tippi Hedren (1963), 
Orson Welles (1966), 
Sean Penn (2008), and 
Charlize Theron (2005).



166 Eastwood on

Interview conducted on February 17, 2005
One film for them, one film for himself: for years, Eastwood has
alternated studio commissions with labors of love. This used to be 
the strategy of Ford and Walsh, of Wellman and Siegel, these masters
of storytelling whose tradition Eastwood may be the last to represent.
He carries it on with stories of disenchantment that unfold in a twilight
world of hard lives and hard times.

Now that he has become a master in his own right, it seems that
nothing can stand in his way: ‘I have reached the point where I haven’t
got anything to lose any more!’ Having broken free of genres and
formulas, he goes right to the heart of his subjects to extract the
throbbing truth – a truth ever more complex and rarefied. After the
tragedy of Mystic River, here is Million Dollar Baby, where Maggie’s
rise and fall is distilled into a modern passion play.

Such simplicity can be deceiving. Courage is as much a mystery as
grief. In approaching them, Eastwood remains true to the inspiration
he received from the artists of old (including actress and director Ida
Lupino, an expert on the subject of afflictions). Clarity and concision,
discretion and compassion, are the cardinal virtues of classicism.
They’ve sadly been forgotten, which may be why Eastwood cuts such
a solitary figure in today’s Hollywood.

What strikes me most during our conversation, which is taking
place by the fireplace in a small lounge of Mission Ranch in Carmel,
is precisely how much he has come to resemble his predecessors. Like
them, he sees himself above all as a storyteller, which has become a
vanishing tradition, at least in Hollywood. Will he be ‘the last of the
Mohicans’, as he often quips?

Though he insists that his acting days are over, as a director, Eastwood
has no intention of resting on his laurels. He remains on the look-out
for ‘good stories’ that deserve to be passed on to the younger generations.
Undoubtedly, the drama of the six soldiers who raised the flag on top
of Mount Suribachi on Iwo Jima will be part of that legacy. I can feel
that he is already mobilized, at least emotionally, by Flags of Our Fathers
and is hardly concerned about the Academy Awards campaign, in
which Million Dollar Baby has kept an exceptionally low profile.

However, just a week later, Million Dollar Baby was to reap the four
top Oscars: best film, best director, best actress (Hilary Swank) and
best supporting actor (Morgan Freeman), an upset for The Aviator,
which had been favored by most handicappers. 

As she did at the time of Unforgiven, Mrs Ruth Eastwood, now
ninety-six years old, will be sitting in the audience next to her son.
On the stage of the Kodak Theater, Clint will acknowledge his triumph
with a craftsman’s modesty worthy of the old masters: ‘I am here
because I was lucky; lucky to be able to keep working … I feel like I’m
only a kid. I still have so many things to do.’

12

‘It was just the angels
working for us’
Million Dollar Baby

Hilary Swank is Maggie, the Christ-like figure in Million Dollar Baby .

166 Eastwood on Eastwood

 

The Formative Years 1716 Eastwood on Eastwood

The Formative Years

This page: Clint’s childhood in
Northern California during the
Great Depression: enjoying the
beach with his parents, Clinton
and Ruth Eastwood, and his
sister Jeanne. ‘They were tough
times, but a kid like myself, who
didn’t know anything else, didn’t
think of them as terribly tough.’

Opposite page : Clint from the
1940s to the 1960s (clockwise
from top left): as an adolescent;
when he started working as 
an actor; in uniform at Fort Ord
(1951–2); learning about
photography in his room (1962).
‘I wasn’t trying to prove
anything. My gut just told me to
go in that direction.’
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EASTWOOD ON EASTWOOD
Michael henry wilson

–– A unique document: Clint Eastwood’s story, as told in his own words

–– A reference work in which one of the great masters of contemporary 
cinema revisits his entire career as both legendary actor and director

–– An insightful conversation with the critic and documentary film-maker 
Michael Henry Wilson, who has known Eastwood for over twenty years

–– A richly illustrated, faithful record of Eastwood’s work, containing  
film stills and set photographs as well as previously unpublished 
photographs from his personal collection

–– A potential 2011 bestseller: Eastwood’s recent films – including Gran 
Torino (2008), Changeling (2008) and Invictus (2009) – have enjoyed  
huge worldwide success, both at the box office and with the critics

–– Includes a biography and a complete filmography

Michael Henry Wilson is a major film-maker and film historian.	
His books include A personal journey with Martin Scorsese through 
American movies (1997). His two passions – cinema and history – come 
together in his screenplays (Alan Rudolph’s Investigating Sex, 2001) and his 
own films, including In Search Of Kundun (1998), and Reconciliation (2010).

Actor, producer, composer and director, Clint Eastwood 
defi es categorization. Rigorously reassessing himself with 
each new project, his work continues to evolve and develop 
in unexpected directions. From the outset, Eastwood’s 
performance in Sergio Leone’s ‘Dollars’ trilogy conjured up 
the iconic fi gure of the silent mercenary, while the ‘Dirty 
Harry’ fi lms redefi ned the crime genre. In 1971 he turned 
to directing with Play Misty for Me. Working his way up step 
by step, Eastwood has gained unanimous recognition 
from audiences and critics alike. ‘Today’, Eastwood explains, 
‘I do what I want to do and the way I want to do it. It took me 
some time to get there.’

Eastwood on Eastwood, which is the fruit of a nearly 
thirty-year-long collaboration with Michael Henry Wilson, 
traces this development. Eastwood engages in question-
and-answer sessions with lucidity and precision. How did 
the star of Sergio Leone and Don Siegel’s cult fi lms arrive 
at the decision to become a director? Why did he choose 
to make unusual, sometimes risky projects, when he could 
have been resting on his laurels? How did he manage to 
successfully create personal pictures in a system controlled 
by the studios? What strategies enabled this legendary 
nonconformist to become one of the masters of 
contemporary American cinema?

This dialogue with Wilson allows Eastwood to expand 
on the subjects closest to his heart: jazz and cinema, 
Carmel and Hollywood, America past and present. With 
intelligence, humor and modesty, he discusses each of 
his own fi lms: his westerns, his crime fi lms and his ballads 
and blues, right up to his most recent works, which continue 
to be uniquely original. 

From Dirty Harry (1971) to Unforgiven (1992), from 
The Bridges of Madison County (1995) to Gran Torino 
(2008) and Invictus (2009), Eastwood on Eastwood 
offers a complete survey of his prolifi c career as an actor 
and as a director. This richly illustrated book includes 
numerous photographs from Eastwood’s private collection, 
notably depicting his youth and early acting career. A 
biography and a fi lmography complete this reference work.

Eastwood on Eastwood
Michael Henry Wilson
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Born and educated in Paris, Michael Henry Wilson is 
a Franco-American living in California. A fi lmmaker, fi lm 
historian and contributor to the French monthly review 
Positif, he has also published several books, notably 
A Personal Journey with Martin Scorsese Through American 
Movies (1997), Raoul Walsh or the Saga of the Lost 
Continent (2001), Jacques Tourneur or the Magic of 
Suggestion (2003) and Martin Scorsese: Interviews with 
M. H. Wilson (2005). His two passions, cinema and history, 
combine in his screenplays (Investigating Sex, by Alan 
Rudolph, 2002) and fi lms (In Search of Kundun with Martin 
Scorsese, 1998). He co-wrote and co-directed with Martin 
Scorsese the three-part series A Personal Journey with 
Martin Scorsese Through American Movies (1995). After 
completing an intimate portrait of the fi lmmaker in Clint 
Eastwood: A Life in Film (2007), he made Reconciliation 
(2010), a feature-length documentary about Nelson 
Mandela and the transformation of South Africa, in which 
the director of Invictus plays a key role.

I SBN 978-2-8664-2576-0
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Spreads showing 	
(from top to bottom): 
photographs from 
Clint Eastwood's 
private collection, Clint 
Eastwood in Gran 
Torino (2008), and 
Hilary Swank in Million 
Dollar Baby (2004).
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90 — scorsese on scorsese

Ci-contre : « Si au plus profond de  
vous-même, vous êtes convaincu de  
votre indignité, que faire ? Vous êtes 
condamné, non ? » Robert De Niro dans 
Raging Bull (1980).
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1981 (Paris)
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this man”

90 — scorsese on scorsese

Ci-contre : « Si au plus profond de  
vous-même, vous êtes convaincu de  
votre indignité, que faire ? Vous êtes 
condamné, non ? » Robert De Niro dans 
Raging Bull (1980).

       raGinG 
bUll 
    febrUary 
1981 (Paris)
      “ i am not 
this man”

28 — scorsese on scorsese

Who’s That Knocking at My Door (1969) or  
the tribulations of J.R. (Harvey Keitel), divided 
between his gang of buddies and a blonde  
from another world (Zina Bethune) in the  
Little Italy of the 1960s. 
Top, left: we see Scorsese (raising his arm),  
Tom Aiello, Lenny Kuras and Michael Scala.
Top, right: Scorsese, Harvey Keitel and  
Mardik Martin.

Bottom, left: Scorsese with his cameraman, 
Richard Coll. 
Bottom, right: Harvey Keitel and Zina Bethune.
Left: second version of the screenplay: the  
mother (Catherine Scorsese) is making pastry, 
before getting her children out of bed, while  
we hear J.R.’s voice, off-screen.
Below: Scorsese and Max Fisher in Amsterdam in 
1968, filming the dream sequence with Anne Colette.
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from the first short films to alice doesn't live here anymore — 29

ments or the amazing single-take scenes that I had pulled off.  
I was too expensive for them and they were pulling their hair out. 
Worst of all, I was unable to explain to them what I was trying to 
do, probably because I wasn’t mature enough for an experiment 
like that. Anyway, Kastle should have directed it from the start, 
because it was his script. But I was mortified all the same, so I 
went back to teaching film at NYU. In the end, I was thrown out of 
there as well because I was away too much. In order to survive at 
the tome, I edited a number of documentaries for Michael  
Wadleigh, as did Jim McBride. While I was editing Who’s That 
Knocking, Jim was editing David Holzman’s Diary in the next 
room. We offered each other suggestions; he tried to persuade me 
to cut as little as possible and I urged him to do the opposite and 
cut more! In 1969, I also embarked on a rather crazy project, a war 
story that was supposed to end with the opening speech from 
Patton, but the whole thing this time, 
not the censored version. Oliver 
Wood, whom I had insisted on using 
for The Honeymoon Killers, was to 
be the cameraman. It would have been 
all in 16 mm, apart from a long erotic 
flashback in 35 mm, for which we 
would have used 1940s color. I had to 
wait until Alice to do it! The film was 
cancelled two days before shooting 
was due to start for lack of money. 

We are curious to know how you feel 
about the experiment in militant 
politics represented by street scenes 
1970. What part did you play in the 
cinetracts collective? 
When Cambodia was invaded, I was teaching at 

NYU. The student movement was at 
its height. I had the idea of using the 
film department’s state-of-the-art 
equipment and organizing squads of 
students to go out and film or record 
the protests. Several of them were 
beaten up by counter-demonstrators 
from Wall Street, their cameras 
smashed. The only scene that I “di-
rected” is the very violent discussion 
at the end, in a bedroom in Washing-
ton where we ended up on the last day 
after an exhausting week’s filming. We 
were pretty much cut off from the 
world, most of us had been seriously 
injured or gassed, and I was as sick as a 
dog. Harvey Keitel was there and he 
had brought us photographs. Like all 
of us, he was furious, and couldn’t take 
any more of that waiting and being 
unable to do anything. Then, since it was the end of the school year, 
they all went their different ways. There was nobody left to edit the 
miles of film we had shot. The dean gave me a dressing down 
because we’d lost $16,000-worth of equipment. He demanded 
that I put this mass of material into shape. The best footage was 
brought back by Don Lenzer, who had worked on Woodstock.  
I was able to use his shots just as they were. I edited it all at night 
over a period of ten days, trying to give the whole thing a coherent 
structure and vowing never to embark on another political film 
unless I could be in control of it from beginning to end. When  

with the girl and to develop J.R’s inner conflict. Zina Bethune  
replaced the actress I had used before, I cast Harvey Keitel again, 
and we spent four weeks filming their scenes together, with  
Michael Wadleigh behind the camera. The difference between the 
scenes shot in 35 mm by Richard Coll and those shot in 16 mm by 
Wadleigh two years later jump at you. We never see Zina and the 
gang together in the same shot! The film was presented at the New 
York Festival, but didn’t find a distributor. After making The Big 
Shave, I was feeling pretty discouraged. I allowed Richard Coll, 
who was living in Amsterdam, to persuade me to join him in  
Europe and make commercials with him. I spent six months there 
and soon discovered that I hated advertising. At the Brussels  
Cinémathèque I met Jacques Ledoux and he told me I was crazy 
to be wasting my time making commercials in Flemish! Luckily, 
Manoogian called me from the United States to tell me that  
Joseph Brenner, a distributor of erotic films who was trying to 
break into more “respectable” markets, was prepared to take my 
feature film on condition that I add a nude scene. I couldn’t go back 
to New York; I was stuck in a really tight spot over there. So we had 
Harvey Keitel come to Amsterdam. The scene was shot in two 
days, with Anne Colette, the actress from [Godard’s] Tous les  
garçons s’appellent Patrick and shot by Max Fisher, because in the 
meantime Richard Coll had fallen ill. It has no connection with the 
rest of the film. Without any transition, right in the middle of a  
conversation about good and bad girls, virgins and sluts, we’re into 
this deliberately overexposed masturbation sequence, over which 
I put a track by The Doors. It’s so crazy; audiences thought that it 
was the projector that was going bust! Jonas Mekas kept telling me 
to cut it so that it could be shown as a film on its own! 

Who’s that Knocking at my door is in a sense the first part  
of your autobiography. 
Every incident is autobiographical, even more so than in Mean Streets. There’s 

no real plot: J.R. falls in love with a girl, but he’s stuck with his gang 
and they are jealous. Feeling guilty, he refuses to make love with 
her on his mother’s bed (I shot this scene in my mother’s bedroom, 
with holy statues everywhere). She doesn’t understand, so he takes 
her to see Rio Bravo and Scaramouche and points out Angie 
Dickinson to her, explaining that she’s his type of woman. The 
scenes with the gang are kind of freewheeling. We see them dressed 
in black, playing with guns, then they’re in the mountains, totally 
out of place and helpless, scared of snakes and hurling insults at 
one another. On the top of the mountain, J.R. wants them to 
admire the sunset. Then bang, we cut to the girl saying she isn’t a 
virgin. J.R. refuses to believe it; he can’t accept that she has been 
raped, and joins his buddies at a wild party. The next day, this guy 
who likes Percy Sledge and Ray Baretto finds her reading Tender 
is the Night and listening to Sinatra! He kisses her, apologizes, 
forgives her and then calls her a whore again and ruins everything. 
He goes off to meet the gang, but actually leaves them too.  
Everything around him is falling apart. That’s what was happening 
to me at the time and I think that’s why I didn’t succeed in 
making an intelligible film. I wasn’t far enough away from the 
subject. It’s a patchwork, but even so, there are some good  
sequences here and there, like the one where the gang is watching 
Charlie Chan on television and the slow-motion sequence in which 
Baretto sings “El Watusi.” 

What happened on the set of the honeymoon Killers? 
I had completed all the pre-production work and done a week’s shooting 

before I was sacked and replaced by Leonard Kastle. I’ve never 
seen the film, so I don’t know if any of my shots are in it, the suicide 
on the beach in particular. I doubt it, because they re-shot almost 
everything. They didn’t like the very complicated crane move-

Blackboard Jungle  
(Richard Brooks, 1955). 

Rio Bravo  
(Howard Hawks, 1959). 
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Paris, May 1974. our dialogue starts at 
L’Hôtel, in the rue des Beaux-Arts, when  
I arrive with Michel ciment to interview the 
director of Boxcar Bertha and Mean streets 
for Positif. We are told that the interview 
may last only a few minutes because 
scorsese is in bed, struck down by an 
asthma attack.

For the sparse audiences who turned out for its short run in Paris, 
Boxcar Bertha was a revelation, the work of a feverish talent, impatient 
to make his mark on what might have been no more than an 
exploitation film. But that morning, we are all reeling from the impact 
of Mean streets, which we have seen at a private screening a few 
days earlier. The picture has been rejected by the official selection at 
cannes, but will open the Directors’ Fortnight. It is partly 
autobiographical, and we are looking forward to meeting the young 
Italian-American director who is still little known in europe.

With etched features reminiscent of an el Greco painting, 
he is a live wire, extraordinarily sensitive and laughs like 
a child in an effort to conceal his underlying anxiety. 
How can we fail to be won over, to be inspired by his 
consuming passion? We put the microphone beside his 
pillow. The interview doesn’t end until a good three 
hours later, when scorsese, by now breathless, can 
speak no longer. 

This is no more than a temporary setback. Michel and I meet him 
again a week later at a boardwalk terrace in cannes, where he is more 
talkative, funnier and vibrant than ever. Bombarding each other with 
references to esoteric titles, we give ourselves over to a shared 
passion for genre films graced by personal style and vision – what 
we will later call “the smugglers’ cinema.” It’s an exercise in which 
scorsese and I will indulge many times over the years, until we make 
A Personal Journey Through American Movies – a unique occasion to 
give due recognition to forgotten or underrated artists such as 
Douglas sirk, Jacques Tourneur, Allan Dwan, André De Toth, Irving 
Lerner, edgar Ulmer and, dearest of them all, Ida Lupino. 

As the French release of Mean 
streets has been delayed, 
Michel will be able to complete 
the interview in new York the 
following year in March. 

PROLOGUE — 13

«The true artist is an 
eternally dissatisfied soul. 
» Scorsese directs Nick 
Nolte in Life Lessons, one 
of the three segments of 
New York Stories (1989). 

Pupkin and his sidekick Masha would move mountains in order to 
be noticed. Their goal is pathetic, but the energy with which they 
pursue it is awesome. No humiliation can stop them. Of course, 
they are unaware of their own absurdity; they practice the terrorism 
of the loveless. Like Taxi Driver’s avenger and Raging Bull’s boxer, 
Pupkin begins to act out his desires after every door has been 
slammed in his face. All three end up coopted by the system, which 
allows them one final imposture by glamorizing their obsession.  
It is on a stage, reciting Brando’s “I Could Have Been a Contender” 
monologue from On the Waterfront, that La Motta ends his jour-
ney of hatred and self-mortification. Having paid his debt to society, 
Pupkin is compelled to reenact for his fans the dubious exploit that 
made him famous. It is the crowning moment of recognition for a 
comedian and martyr of the electronic age – until another megalo-
maniac succeeds in capturing the attention of the media. The con-
clusion is perfectly clear: what separates the unacknowledged  
genius from the raving madman, the entertainer from the freak, the 
artist from the lunatic, may simply be a matter of opinion.

The only real comedy Scorsese has made to date is After Hours, a small  
independent production that enabled him to reestablish himself 
after the commercial failure of The King of Comedy and the trau-
matizing postponement of The Last Temptation of Christ. This 
transitional work is without a doubt his most underrated film. Its 
protagonist, Paul Hackett, a word processor, is as out of touch as 
you can get, the very opposite of an artist. But this does not mean 
he is safe, as Scorsese intimates when he positions himself above 
the dance floor of the Club Berlin, aggressively turning a spotlight 
on this “square” and exposing him to the taunts of the punk crowd. 
It is surely a director’s privilege to insert himself in his own picture. 
Scorsese is usually a distant observer (a stagehand at the Barbizon 
Plaza theater in Raging Bull, the photographer in The Age of  

Innocence), but he will sometimes torment his characters by  
reminding them of their obligations (like the dispatcher in  
Bringing Out the Dead). Here, he sets himself up as the puppeteer, 
the evil genius, the perverse magician of a fairy tale for adults.

As logic dictates in this topsy-turvy world, Paul is a male Cinderella, doomed to 
suffer a string of humiliations, including a Mohawk haircut – just 
like Travis in Taxi Driver! A taxi stands in for the classic carriage; 
the loft of Marcy and her “wicked stepmother” Kiki serves as a 
castle. A twenty-dollar bill may act as a talisman before it is blown 
away by a gust of wind that is as heavy with consequences as the 
tornado in The Wizard of Oz. And it is the gothic tale of Nosferatu 
that seems to be alluded to in the high speed ride down Manhat-
tan’s avenues when Paul is suddenly swept “round midnight” to the 
hell of SoHo. Unless it is the black humor of The Third Man, in 
which Joseph Cotten, as the pen-pusher out of his element, was 
similarly driven at breakneck speed into Vienna’s underworld. 

Paul’s effigy is an allegory of suffering, the statue which he helps Kiki com-
plete and to which he will later put the finish touch when he  
unwillingly becomes its raw material. Paul, who believes he has 
recognized Edvard Munch’s The Scream, has no idea that his 
own screams will soon be stifled under the layers of plaster and 
newspaper! Because he is not a creative type like most of those 
around him, he will be turned into a tableau vivant, toyed with 
like a puppet and finally stolen by common cat burglars. “My 
movies are literal. You see what you get,” claims the horror-
meister of Mirror, Mirror, Scorsese’s episode of the TV series 
Amazing Stories, which is like a tragic counterpart of After 
Hours. (The Scream appears again on the cover of the author’s 
latest bestseller, Scream Dreams.) Whether your doppelgänger 
is a phantom or a statue, the apologue’s lesson is the same: tell 
me what haunts you, and I’ll tell you what will become of you!
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