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SYNOPSIS 
 

Paul Verhoeven erhielt für ELLE – nach einer gefeierten Weltpremiere in Cannes – herausragende Kritiken. Wie 

schon mit seinem Kultklassiker BASIC INSTINCT gelingt ihm ein grandioser Thriller gespickt mit unglaublich viel 

Humor und einer ausgezeichneten Isabelle Huppert in der Hauptrolle. 

 

Michèle (Isabelle Huppert), eine erfolgreiche Geschäftsfrau, lässt nichts an sich herankommen. Ihr Liebesleben 

und ihre Familie managt sie mit der gleichen Präzision wie ihre Firma. Als Michèle eines Tages in ihrem Haus von 

einem Unbekannten überfallen wird, scheint sie das Vorgefallene kalt zu lassen. Doch ihr Leben ist über Nacht 

ein anderes geworden. Sie spürt den Angreifer auf und verstrickt sich mit ihm in ein gefährliches Spiel, das 

jederzeit ausser Kontrolle geraten kann … 

 

Isabelle Huppert in einer Paraderolle an der Seite eines erstklassig besetzten Staraufgebots.  

 

Der Film basiert auf dem preisgekrönten und vielschichtigen Roman "Oh..." von Philippe Djian. 
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PRESSEZITATE 
 

« Leidenschaftlich, hervorragend, grandios. » LES INROCKUPTIBLES 

 

« Ein Film à la Hitchcock. » LIBÉRATION 

 

« Mit diesem hervorragenden Cast gelingt dem Regisseur von BASIC INSTINCT ein brillanter Film. » TÉLÉ 7 JOURS 

 

« Verhoeven in Höchstform. » LE TEMPS 

 

« Eine umwerfende Isabelle Huppert. » L'IMPARTIAL 

 

« Ein sehr amüsanter Film. » CAHIERS DU CINÉMA 

 

« Isabelle Huppert auf der Höhe ihrer Kunst. » LE TEMPS 

 

« Teuflisch lustig. » ROLLING STONES 

 

« Huppert ist genial. » TRIBUNE DE GENEVE 
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INTERVIEW MIT PAUL VERHOEVEN 
 

Where did you get the idea to adapt Philippe Djian’s novel “Oh…” ? 

The idea wasn’t mine; it came from the producer, Saïd Ben Saïd. He contacted me in the US, sent me Philippe 

Djian’s novel, which I read and found very interesting. I knew we had the material for a movie, but I had to think 

it through and find my way of appropriating a story I would never have come up with myself. 

 

How did the adaptation process go? 

It was very important for me to reappropriate the story. A lot of things were thrashed out in conversations with 

David Birke, who wrote the American screenplay. I never write the first draft of a script, I always leave that to a 

real screenwriter. At that stage, everything was still open: things gradually took shape, like a sculpture. My 

personality as director gradually insinuated itself into the story. The storyboard stage was also crucial to making 

the novel mine by providing a visual translation of the action. 

 

At one stage, then, the plan was to shoot Elle in the US? 

Yes, which explains picking out an American writer, with a view to shifting the action from Paris to Boston or 

Chicago, with a wholly American cast. But it was tricky, artistically as well as financially. We realized that no 

American actress would ever take on such an amoral movie. Even for actresses I know really well, it was 

impossible to say yes to this part, whereas Isabelle Huppert, whom I had met at the outset, was very keen to do 

the movie. Around six months in, Saïd said to me, “Why are we fighting to make the movie in the US? It’s a 

French novel, Isabelle Huppert is keen to do it—we’re stupid!” And he was right. I realize now that I could never 

have made this movie in the US, with this level of authenticity. 

 

Like most of your heroines, Michèle is a strong woman, but she reacts in a disturbing way to this rape. 

It’s a story, not real life, nor a philosophical vision of women! This particular woman acts that way, which doesn’t 

mean that all women will or should act that way. But Michèle does! And my job consisted above all in directing 

this story in the most real, interesting and credible way possible. Thanks especially to Isabelle Huppert, whose 

incredible performance makes her character’s behavior completely convincing.  

 

Thanks also to your direction, which never seeks to explain. 

Of course, there is nothing to explain. Explaining is what the audience has to do for itself using the elements 

they’ve been given, without one of them justifying everything on its own. For example, I didn’t want anyone to 

be able to say that Michèle was so traumatized as a child by her father’s acts that it’s normal for her to react to 

the rape that way. I wanted to escape that constrained vision of the character and her behavior. It’s a possibility 

but no more than that. The explanation is, simply, Michèle, in every aspect of her personality. As for working out 

if she was always like that or became that way because... We just don’t know. 

 

You are a master of the art of ambiguity. 

When Isabelle Huppert saw the movie, that was one of the things she said to me: “The most interesting aspect is 

the perpetual ambiguity”. She’s right, it’s always ambiguous. It’s hard to completely grasp this woman. 

Everything is fluctuating, strands intertwine... I had already done that in other movies, particularly TOTAL 

RECALL—in a totally different genre—by combining dream and reality. At the end, you’re not sure what to think. 

It’s unclear. I like keeping options open. Just like in life, you never know what’s hiding behind a smile. Or not. 
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Very early on, Michèle pictures a scene of her killing her attacker. This fantasy scene contributes to the 

atmosphere of blurred lines and to the expression of this woman’s complex personality. 

Yes, Michèle has no problem imagining her rapist’s death. And at the end of the movie, when it actually occurs 

and her rapist removes his mask before dying, a smile flickers across her face. It’s a very important moment that 

we discussed at length with Isabelle. What she does is minimal—she doesn’t act, she doesn’t intervene, she just 

thinks and we see her thinking, “It’s all you deserve. You’re paying for what you did at the start”. There’s a hint of 

divine retribution in her eyes. And irony: “You should have seen it coming. Now, it’s too late!”. 

 

The rape scenes are like black holes in a tale of daily life that starts back up again for Michèle, as if nothing had 

happened. 

I like doing that a lot. In ROBOCOP, for example, I interspersed the storytelling with news footage and fake 

commercials. I think it comes from my interest in painting, in Mondrian, with the juxtaposition of blue and red 

squares interrupted by black lines. The rape scenes had to be disturbing. If I shot them like the rest of the story, it 

would have been nonsensical and dishonest. We had to be confronted with the violence of those scenes. 

 

Despite the violence of the attacks, we never see Michèle downcast or “damaged”. 

No, that would be too conventional. We’d be slipping into melodrama and boredom. It’s more interesting and 

amusing to surprise the audience, rather than happily regurgitate what has already been done by other directors 

and writers. I’m a great admirer of Stravinsky and his unusual way of composing his symphonies, of subverting 

the norm. Also, that artistic decision keys into the character of Michèle and her attitude to events: I was raped 

but I’m here now and it doesn’t matter. Let’s order a drink and some dinner! 

 

Your choice also has moral implications: you don’t lock Michèle into a status as victim. She deploys irony with 

astonishing vivacity. 

Just like the plot, morality is open to manipulation in this movie. As soon as we can, we have to try to veer off the 

beaten path. Djian doesn’t make Michèle a victim either. Taking the opposite course would have been unfaithful 

with regard to the book. 

 

The violence endured by Michèle is also a means of selfknowledge, of owning your own violent inclinations... 

She’s already made a good job of owning them! Michèle is a very aggressive woman. Her mother criticizes her for 

wanting everything to be healthy and sanitized, but I confess I never understood that line, which came from the 

book! Her attitude toward her mother, her son and his girlfriend is very harsh. She expresses great animosity 

toward them, and toward her friends and acquaintances generally. There is violence in all my movies, but it 

seems normal to me—it’s simply the violence in the world that makes headlines in the press, on every page, not 

just the front page. The media is full of bad news: we’re addicted to disasters because disasters are fascinating 

and can be beautiful as well. Seen from a particular distance, like Turner paintings, destruction can be sublime. 

Close up, of course, it’s horrible. 

 

One scene captures the contradictory emotions we feel while watching: Michèle’s confession of her father’s 

murders to Patrick. We are in turn horrified, amused, skeptical, touched... 

Yes, the way she tells the whole gruesome story with a smile... That scene wasn’t in the novel. David Birke wrote 

it and Isabelle immediately understood that it needed to be played lightly to string us along. You can’t work out is 

she’s emotional or fooling with Patrick. Very few actresses could do what she does. And in the background, 

there’s the music of the mass. Finally, in similar tones, the film’s score takes over almost up to Michèle’s “Not 

bad, huh?” Then we go back to the music from the mass, whose gravity and solemnity give the scene an 

emotional dimension that contrasts with Isabelle’s lighthearted tone. 



 

6 

 

This is the first film you’ve shot in France. 

And it was hugely enjoyable because there is a lot of respect in France for film and directors. More than in 

Holland or the USA. So there was no problem, except with my brain! Before I came here to make the movie, I had 

terrible headaches that my doctor couldn’t explain. The moment I moved to Paris and started work on the movie, 

they went away for good. In fact, the headaches came from fear—fear of the unknown, fear of diving into a 

different culture and different language. After a few weeks in Paris, my brain realized I had enough hold over the 

film, and came to terms with the whole extraordinary adventure. Having made movies in Holland for twenty-five 

years, then for another fifteen in the United States, it really was a step into the unknown, from a quasiexistential 

point of view. Everything was new to me—actors, crews, locations... And that was great because when you 

launch yourself into the unknown, you become extremely creative and inspired. I felt the same when I left 

Holland to make ROBOCOP in the States. 

 

The novel’s French mindset is shaken up by your direction. Even the dinner scenes are pure action! 

The film focuses on the social interactions of all these characters more than the actual crime story. I prepped for 

it by watching French films, but I really wanted to make something different with constant tension. That’s the 

only way I know how to work, by repeatedly breaking up the linearity of the story, which explains, for example, 

the scene in the car between Patrick and Michèle after the party. It wasn’t in the novel—David wrote it to 

reinject some narrative tension. Michèle has just admitted to Anna that she was having an affair with Anna’s 

husband and now she threatens Patrick, saying she’ll tell everything to the police. When she gets out of the car, 

will he try to kill her? She seems to half-expect it and a very scary game plays out between them. 

 

And working with French actors? 

Fabulous. And not very different from working with other actors. In most cases, I wasn’t familiar with their 

previous work. I picked them mostly on instinct. I wanted them to be beautiful, alluring, and not too French-

looking! I think I filmed them through an American filter almost. We had a few conversations and my directions 

were fairly basic—less movement, pare it down. It was fascinating, for example, to see an excellent actor, such as 

Charles Berling, change his style of performance from one minute to the next. 

 

Was Isabelle Huppert familiar with your work? 

Six or seven years ago, TURKISH DELIGHT was screening at La Cinémathèque Française and Isabelle was there to 

present the movie. She said that she first saw it when she was very young and that it was one of the reasons why 

she became an actress. Isabelle is fearless. Nothing is a problem for her. She will try anything, she is 

phenomenally bold.  

 

And Laurent Lafitte? 

When we met, I asked Laurent to do the scene where he offers to show Michèle the boiler in his basement, with 

a dangerous, almost demonic twinkle in his eyes, whereas he is so upbeat and smiling the rest of the time. And 

he was able to do it. And he’s so handsome! Then we chose Virginie Efira. We’d written his wife as a withdrawn, 

not very happy woman, but that made Patrick’s urge for an affair with Michèle far too comprehensible. It was 

better for her to be beautiful and adult. Virginie is pitch perfect, even though her sex appeal is exploited here 

less than in other films. As soon as I met her, it was obvious she was right for the part. As for Anne Consigny, 

Judith Magre, Vimala Pons and Alice Isaaz, they all have a lot of character! 
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And your choice of Stéphane Fontaine as DP? 

I wanted a kind of looser feel, not over-framed. I studied the work of several French DPs, and there was some of 

that in A PROPHET and RUST AND BONE, the two Audiard pictures that Stéphane Fontaine lit. I suggested we 

shoot with two cameras—a method I had just used in Holland on Tricked, a TV movie written by online 

contributors. Every set-up was planned for two cameras, often placed very close to each other to facilitate 

continuity, so the cuts in editing weren’t as obvious. I did more long takes than usual, with hand-held cameras. I 

wanted a kind of casual aspect, like somebody watching. The camera moves slightly, in almost voyeuristic 

observation. 

 

During the first two attacks, the soundtrack is scaled down. We have to wait for the scene in the basement for 

you to break out the symphonic music. 

That basement scene starts with electronic music, like the two earlier rape scenes, but orchestral music then 

fades in. We had long talks with Anne Dudley, our English composer, about what we wanted to express. It’s 

absolutely clear, at that moment, that Michèle is consenting, that she has responded positively to his invitation 

in what is almost a scene of seduction. She has taken the decision to play this masochistic game on her own 

terms. 

 

You might think this powerful woman perhaps agrees to play out a game of domination to reenact the 

murders perpetrated by her father, while controlling the exact sequence of events this time. 

Sure, even if I don’t say so explicitly. It’s up to audiences to draw their own conclusions. He’s just had his orgasm 

and he gets up. Only then does she climax too. Something rises in her that, I think, has to do with everything that 

happened so many years before. Just then, thanks to this masochistic game perhaps, she releases all the 

accumulated misery. At least, that’s how I described it to Anne Dudley, so that her score would aim for a tragic, 

romantic feel. 

 

In the novel, Michèle isn’t present at the time of her father’s tragic actions. In your movie, not only is she 

there, there is also the picture of her staring into space on the TV news. It’s an image that brings to mind a 

fantasy or horror movie. 

True, it wasn’t in the novel. Once again, it was David Birke’s idea, but he was undoubtedly inspired by the 

Michèle character that Djian had created. That’s all part of the process of turning a novel’s words into moving 

pictures. 

 

And the reconstitution of the primetime crime investigation documentary? 

I watched a lot of tapes of similar shows to absorb their esthetic approach and copy the way they frame and edit 

shots. While the rest of the film tends toward elegance, I asked Stéphane Fontaine to film these scenes in a 

jerkier style, and I accentuated it in editing. Then we worked on the footage to give it a grainier, older feel. The 

whole point was to make audiences feel they are watching genuine archive footage of real-life events. That was 

also the case in Djian’s novel. He came up with the whole story by drawing his inspiration from Norwegian mass 

murderer Anders Behring Breivik. 

 

Who conceptualized the video game produced by Michèle and Anna’s company? 

Creating a video game from scratch would have been too expensive. We didn’t have time to do it, either, so we 

based it on an existing French video game that we tweaked to fit the story. The video game heightens the 

atmosphere of violence, especially with the porn video that is posted to the whole staff’s computers. In the 

novel, Michèle and Anna work in the screenwriting business, but it seemed a boring job to film, not at all visual! I  
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was in L.A. with my family, wondering what I could do with that, and my daughter, who is a painter, said, “How 

about they work in video games?”. 

 

The character of Patrick’s wife, Rebecca, is more prominent then in the novel and has one of the last lines in 

the movie, and not the least important one! 

I’m no Christian, and I’ve never been in a church, except Notre Dame to admire the architecture, but I have some 

interest in religion. I studied the life of Jesus for a book and I’d like to make it into a movie. Just like sex and 

violence, religion is very important. Twenty years ago, everybody thought religion’s influence severely 

diminished, but it is all over our societies again now, and not in a positive way. So I thought it would be 

interesting to show a character truly driven by her faith. Rebecca is slightly naïve and very devout. She goes on a 

pilgrimage de Santiago de Compostela. Whenever I could, I enjoyed cranking up the religious dimension, 

especially at the dinner when she asks to bless the meal, and then to watch midnight mass. And at the end, she 

informs Michèle that she was aware of her husband’s actions. Like the Catholic church, which knew for years 

what some priests were doing to little boys.  

 

And the film’s title? 

“Oh…” brought to mind The Story of O, a book that the French producer Pierre Braunberger asked me to adapt 

right after TURKISH DELIGHT. ELLE was my producer’s idea and I find that it captures what lies at the heart of a 

movie focused on this singular woman. 

 

At the end, when Michèle and Anna walk away together,we’re not sure just how far they’ll go. 

When we shot that scene, they ended up kissing, but it was too much and not at all in the style of the movie, 

which never says things explicitly. Same goes for when they’re in bed together. I had shot what happened next, 

the two of them making love, but there were already enough clues, so I preferred to cut to next morning and 

leave everything to audiences’ imaginations, if they cared to imagine it. When you deploy irony, you have to play 

on nuances and doubt, and never throw an interpretation into audiences’ faces. 

 

Interview by Claire Vassé 
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Filmographie PAUL VERHOEVEN 
 

-  ELLE  

-  TRICKED 

-  BLACKBOOK 

  Young Cinema Award – Best International Film (Venice) 

  Best Director and Best Actress (Netherlands Film Festival) 

  Best Dutch Film and Best Dutch Actress (Rembrandt Award) 

-  HOLLOW MAN 

  Leopard of Honor and Audience Award (Locarno) 

-  STARSHIP TROOPERS 

-  SHOWGIRLS 

-  BASIC INSTINCT 

-  TOTAL RECALL 

  Academy Award for Best Visual Effects 

  Academy Award Nomination for Best Sound and Best Sound Effects Editing 

-  ROBOCOP 

  Best Science Fiction Film, Best Director, Best Make-up, Best Writing, Best Special Effects (Saturn Awards) 

-  FLESH + BLOOD 

  Best Film and Best Director (Netherlands Film Festival) 

-  THE 4TH MAN 

  International Critics’ Award (TIFF) 

-  SPETTERS 

- VOORBIJ, VOORBIJ (TV MOVIE) 

-  SOLDAAT VAN ORANJE / LE CHOIX DU DESTIN 

  Golden Globe Nomination for Best Foreign Language Film 

-  KEETJE TIPPEL 

-  TURKISH DÉLICES 

  Best Dutch Film of the Century (Netherlands Film Festival) 

  Academy Award Nomination for Best Foreign Language Film 

-  BUSINESS IS BUSINESS 

-  DE WORSTELAAR 

-  FLORIS (12 EPISODES – TV SERIE) 

-  PORTRET VAN ANTON ADRIAAN MUSSERT (TV DOCUMENTARY) 

-  HET KORPS MARINIERS (SHORT – DOCUMENTARY) 

  Silver Medal (International Military Film Festival, Versailles) 

-  FEEST ! (SHORT) 

-  DE LIFTERS (SHORT) 

-  NIETS BIJZONDERS (SHORT) 

-  EEN HAGEDIS TEVEEL (SHORT) 

  Best Film (Cinestud International Student Film Festival Amsterdam) 
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INTERVIEW MIT ISABELLE HUPPERT 
 

You joined the ELLE project at a very early stage. 

Yes, I read “Oh…” and met with Philippe Djian, who told me that he hadn’t written it for me, but that he had me 

in mind at various moments during the writing of the novel. The book, as a lot of people said when it came out, 

reads like a screenplay. You can’t help thinking it could become a movie. Then Saïd Ben Saïd made his entrance: 

he bought up the rights and we started to think about a director. It was Saïd who thought of Paul Verhoeven. 

 

What did you like about the novel and this female character? 

Michèle is a woman who doesn’t fall. Never. She is many and varied: cynical, generous, endearing, cold, 

commendable, independent, dependent, perspicacious. She is anything but sentimental; she is pummeled by 

events, but she doesn’t crack. Verhoeven held firm on that, without trying to whittle away at our fundamental 

position. You could rely on him for that. That’s the point of the character—her strength, originality and 

modernity. She never behaves like a victim, even when she has every reason to do so: victim first of her mass 

murderer father and then of her rapist. Guilt, submitting to events—so many notions that it is hard to rid from 

female characters. Even if they are strong women, they always have that hanging over them in the movies: the 

temptation to veer toward emotion, which turns out to be phony—a slightly gooey sentimentalism. 

 

Thanks to your performance—always slightly removed and playful—you dodge that slippery slope. 

Yes, I resisted. Making her mellower would have been a serious mistake. But once again with Verhoeven, there 

was no chance of that! The only time I allowed myself to hint at emotion is at the hospital when her mother is 

sick and we realize that she is dying. Suddenly, Michèle kind of softens. Not when she’s a mother, lover or her 

father’s daughter, but when she’s her mother’s daughter. For a woman, is one’s mother’s death the moment you 

irrevocably become an adult? I’m extrapolating slightly, but I mean to say that, at that particular moment, I may 

not have been displeased for the camera to capture that—a touch more emotion, tears welling up, a frantic 

flicker of the eyes. But the cinema has an unconscious, too! Whatever it refuses, it refuses to see. 

 

Were you familiar with Verhoeven’s work? 

Yes, of course. The first of his movies that I saw was TURKISH DELIGHT. Its heroine is practically the opposite of 

Michèle, a modern-day Lady of the Camellias, finally succumbing to illness. It was a kind of poignant, tragic fairy 

tale. The last thing you’d expect from Verhoeven. Elle is also a kind of fairy tale. From that point of view, 

Verhoeven and Djian were a perfect fit. While speaking to the period, by some sort of sleight of hand they make 

us take things at face value, without trying to reposition them in a psychological or overly emotive context. The 

fairy tale allows for a kind of abruptness—there’s no need to explain or justify things—down to the geography of 

the movie that contrasts city and suburbs, which are depicted with a hint of poetry, radiating a sense of nature 

and solitude. 

 

The film gives us clues to your character but none, not even the father’s murders, completely explains her. 

Yes, the film moves too fast for that. Trying to explain the characters might tend to shatter the balance that is the 

story’s strength by dragging it into the drudgery of attempted explanations. Michèle is totally in the scene at the 

moment it occurs. What matters is how she moves forward, not backward. 
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Michèle’s confession of her father’s murders to Patrick captures this refusal to congeal your character in 

explanations. You swing us through horror, humor, doubt, emotion... 

Once more, the plan wasn’t to tell a tale of pain. Michèle has taken a step back—it was the only way for her to 

survive her past. She serves all that up with devastating humor, as if she were holding out a plate of poison and 

saying, «A second helping, surely?» Djian doesn’t believe in half-measures. Her father killed seventy young 

children and she has to live with that ignominy, that catastrophe. 

 

One might think that during the attack in the cellar, she reruns the trauma she experienced with her father 

and then with her rapist first time around, but this time with a measure of control over events and over the 

violence. 

Yes. Let’s say that the rape unleashes a desire for violence in her, which may have been dormant since she was a 

young child. As a master manipulator, she knows how to orchestrate all that, even though she is aware that 

everything within her has been turned on its head by this rape. She doesn’t come out of it unscathed. 

 

Was it a problem for you to play the part of a woman who enjoys intimacy with her rapist? 

Once again, the film is a fairy tale. And the fairy tale leads to fantasy. The effect of reality is modified, altered. In 

a fairy tale, everything is exaggerated, so anything is possible. Morality is kindly requested to step off. A game is 

played out between Michèle and her rapist, and it’s her choice. 

 

What was it like on set with Paul Verhoeven? How does he work with his actors? 

He has the formidable precision of an entomologist. His attention to the tiniest detail is almost mind-blowing. 

You feel very free around him, you can come up with thousands of ideas. The shoot was like doing 300 mph 

down the freeway. I was in almost every shot for the twelve weeks of shooting. At no point was there a let-up in 

the pressure and tension. I reveled in the infernal rhythm of one shot after another. It was never-ending, and this 

almost hallucinatory precision kept you constantly on your toes. It’s like an intoxicating liquor. Paul swept the 

whole crew along behind him. They would have done anything for him. Paul is never tired; nothing ever stops 

him. He could leave us absolutely drained at the end of the day, while he kept working for five more hours. 

 

How does Verhoeven, the Dutch director who has made movies in Hollywood, work differently from a French 

director? 

He possesses a sense of rhythm and movement, and he doesn’t hesitate to blur the line without wondering 

whether he’s making a portrait of a woman, a snapshot of society, or a genre movie or thriller. I’m not saying 

that a French filmmaker wouldn’t do that, but let’s just say that it would be more of a surprise. 

 

The film sometimes dares to verge on romanticism, particularly in the scene where Patrick helps Michèle to 

close the shutters. 

In all his movies, he constantly plays with codes, subverts them, uses them when he needs them, then abandons 

them. He never falls into the trap of his film veering off in one direction and not coming back.  

 

Even the meal scenes are suffused in action and the sheer pleasure of making movies. 

That pleasure, I felt it every moment of every day. The blocking and direction of actors are nothing less than the 

art of movement: how the camera embraces the actors, how it espouses both their inner rhythm and their 

relationship with the outside world. The actor is like a sponge, unconsciously reactive to the precision of that 

movement and the distance with regard to the camera. The direction of a given scene really does resolve all the 

issues that you might ask yourself when you act. 
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Whereas in Djian’s novel she works in movies, in the film Michèle is in the video games business. 

Verhoeven uses the phantasmagoria of video games as a contemporary extension of the fairy tale dimension. A 

blend of sex and violence, like an allegorical echo of the movie’s whole story. 

 

The men don’t necessarily come out of this well, especially Robert, Michèle’s lover, to whom she says, «Your 

stupidity was what first attracted me». 

Yes, the men constantly get knocked down to size. The son, the husband, the lover, and even the rapist! But for 

all their weakness—spinelessness, in some cases—these men are neither despised, nor despicable. Their flailing 

vulnerability is endearing. But it is a fact: Michèle is a strong woman, a woman of her times, who has taken 

power. Economic, social and sexual power—a minor revolution revealing men’s weakness. 

 

At the end of the movie, Michèle and Anna walk away together. How far will they go? 

Sure, they walk away, but through a graveyard not a field of roses. How far? I don’t know. Together, at least. 

 

Interview by Claire Vassé 

 

 

Filmographie ISABELLE HUPPERT 
 

-  THINGS TO COME - Mia HANSEN-LØVE 

-  RIGHT HERE RIGHT NOW - Pascal BONITZER 

-  ELLE - Paul VERHOEVEN 

-  LOUDER THAN BOMBS - Joachim TRIER 

-  VALLEY OF LOVE - Guillaume NICLOUX 

-  ABUSE OF WEAKNESS - Catherine BREILLAT 

-  TIP TOP - Serge BOZON 

-  DORMANT BEAUTY - Marco BELLOCCHIO 

-  AMOUR - Michael HANEKE 

  Palme d’Or – Cannes Film Festival 

-  IN ANOTHER COUNTRY - HONG Sang-Soo 

-  CAPTIVE - Brillante MENDOZA 

-  COPACABANA - Marc FITOUSSI 

-  VILLA AMALIA - Benoît JACQUOT 

-  THE SEA WALL - Rithy PANH 

-  HOME - Ursula MEIER 

-  WHITE MATERIAL - Claire DENIS 

-  PRIVATE PROPERTY - Joachim LAFOSSE 

-  GABRIELLE - Patrice CHÉREAU 

  Special Golden Lion for GABRIELLE and her overall career 

  Venice Film Festival 

-  I HEART HUCKABEES - David O’RUSSELL 

-  GHOST RIVER - Olivier DAHAN 

-  8 WOMEN - François OZON 

  Collective Silver Bear for the 8 actresses – Berlin International Film Festival 

  Collective European Film Award for the 8 actresses 
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-  THE PIANO TEACHER - Michael HANEKE 

  European Film Award for Best Actress 

  Best Actress Award – Cannes Film Festival 

-  COMEDY OF INNOCENCE - Raoul RUIZ 

-  MERCI POUR LE CHOCOLAT - Claude CHABROL 

-  SENTIMENTAL DESTINIES - Olivier ASSAYAS 

-  THE KING’S DAUGHTERS - Patricia MAZUY 

-  MODERN LIFE - Laurence FERREIRA BARBOSA 

-  THE SWINDLE - Claude CHABROL 

-  ELECTIVE AFFINITIES - Paolo et Vittorio TAVIANI 

-  LA CÉRÉMONIE - Claude CHABROL 

  César Award for Best Actress 

  Volpi Cup for Best Actress – Venice Film Festival 

-  LA SÉPARATION - Christian VINCENT 

-  AMATEUR - Hal HARTLEY 

-  THE FLOOD - Igor MINAEV 

-  LOVE AFTER LOVE - Diane KURYS 

-  MADAME BOVARY - Claude CHABROL 

  Silver George for Best Actress – Moscow International Film Festival 

-  MALINA - Werner SHROETER 

  Bundes Film Preis 

-  A WOMAN’S REVENGE - Jacques DOILLON 

-  MIGRATIONS - Alexandar PETROVIC 

-  STORY OF WOMEN - Claude CHABROL 

  Volpi Cup for Best Actress – Venice Film Festival 

-  THE POSSESSED - Andrzej WAJDA 

-  THE BEDROOM WINDOW - Curtis HANSON 

-  CACTUS - Paul COX 

-  ALL MIXED UP - Josiane BALASKO 

-  MY BEST FRIEND’S GIRL - Bertrand BLIER 

-  THE STORY OF PIERA - Marco FERRERI 

-  ENTRE NOUS - Diane KURYS 

-  THE TROUT - Joseph LOSEY 

-  PASSION - Jean-Luc GODARD 

-  EAUX PROFONDES - Michel DEVILLE 

-  COUP DE TORCHON - Bertrand TAVERNIER 

-  THE LADY OF THE CAMELIAS - Mauro BOLOGNINI 

-  HEAVEN’S GATE - Michael CIMINO 

-  EVERY MAN FOR HIMSELF - Jean-Luc GODARD 

-  LOULOU - Maurice PIALAT 

-  VIOLETTE NOZIÈRE - Claude CHABROL 

  Best Actress Award – Cannes Film Festival 

-  THE LACEMAKER - Claude GORETTA 

  BAFTA Award for Best Actress 
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Cast & Crew 
 
 Michèle Isabelle Huppert 
 Patrick Laurent Lafitte 

  von der Comédie-Française 

 Anna Anne Consigny 
 Richard  Charles Berling 
 Rebecca  Virginie Efira 
 Robert Christian Berkel 
 Irène Judith Magre 
 Vincent Jonas Bloquet 
 Josie Alice Isaaz 
 Hélène Vimala Pons 
 Ralf Raphaël Lenglet 
 Kevin Arthur Mazet 
 Kurt Lucas Prisor 
 Phillip Kwan Hugo Conzelmann 
 Omar Stéphane Bak 
 
 Regie Paul Verhoeven 
 Drehbuch  David Birke 
 Produzent Saïd Ben Saïd, Michel Merkt 
 Koproduzent Thanassis Karathanos, Kate Merkt, Diana  

 Elbaum, Sébastien Delloye, François  
 Touwaide 

 Herstellungsleiter  Oury Milshtein 
 Kamera Stéphane Fontaine - AFC 
 Schnitt Job ter Burg - NCE 
 Regieassistent  Brieuc Vanderswalm 
 Kostüme Nathalie Raoul 
 Ausstattung  Laurent Ott 
 Script Supervisor  Bénédicte Darblay 
 Casting  Constance Demontoy 
 Musik     Anne Dudley 
 Ton Jean-Paul Mugel, Alexis Place, Katia Boutin 
 Mischung    Cyril Holtz 
 Maske Sophie Farsat, Thi Loan Nguyen 
 Hairstylist Frédéric Souquet 
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