














2. Rohmer and Marcorelles (1963), 2—6.

3. Tessier (1996), 168.

4. See Reisz and Millar (1999), 112-113. I am grateful to Lucien Taylor, who read a draft
of this chapter, for pointing out the limitations of the Reisz and Miller distinctions based
on nationalist labels. Not only are there significant differences between such classical
Russian exponents of montage as Vertov and Eisenstein, but their cutting strategies are
very different from those of current Russian directors, such as Alexander Sokurov, whose
Russian Ark (2002) does not contain a single cut. However, if one takes into account the
time at which Reisz and Millar were writing and in the absence of any widely accepted
contemporary classification of styles of montage, I feel that their distinction, although
inadequate, is sufficient for the limited purposes of this chapter.

5. These films include Batteries Dogon (1966) Porto-Novo (1971), and Horendi (1972). See
appendix 1 for further details, pp. 397, 390, and 383-384.

6. See pp. 110-113.

7. See Russell (1999), 344; Villain (1991), 88. Luc de Heusch, a close friend and admirer
of both Rouch and Baron, believes that her role in Les Maitres fous has been widely under-
estimated. “Jean was a very good storyteller,” he commented to me privately in October
2004, “but he was not really an editor.”

8. According to legend, during the Second World War, this space was used by the Resis-
tance network based at the museum for producing anti-Nazi propaganda leaflets.

9. Villain (1991), 42. 3

10. Villain (1991), 42.

11, One is reminded of Jean-Francois Lyotard’s general comment about narrative that
-“all endings are happy endings” when they involve the final resolution of a dissonance
(cf. Pinney 1992, 26).

12. Rouch (19950), 427.

13. It is conventional in screen studies to identify two different kinds of nonsynchro-
nous music within a film: intradiegetic (coming from elsewhere within the film, as with
the Cuénets’s music box in the last sequence of Chronicle) and extradiegetic (coming from
completely outside the film, as with the “highlife” music in opening shot of Les Maitres
fous). See Hayward (2000), 84-85. '

14. Rouch (1995a), 93-94. See pp. 64-65 for a more extended discussion of the reasons
for the Sorko fishermen'’s objections. Interestingly, it does not seem to have occurred to
either Rouch or the Sorko that the hippopotami would have been frightened off by his
commentary voice!

15. Tessier (1996), 169.

16. Rouch (1995¢), 427. See chapter 2, pp. 20-21.

17. Rouch (1995), 91-92, 96. Rouch came to insist on narrating the commentary of the
English-language versions of his films, after his disappointment with the quality of the
narration of The Lion Hunters, which was performed by a Canadian voice artist who in-
jected what Rouch considered “false drama” into his performance (Marshall and Adams
2003, 202). However, if this narration is indeed a little awkward, far worse is the English-
language narration of Madame L’Eau. This narration features many very Rouchian poetic
flights of fancy that it would not be easy to translate into meaningful English under any
circumstances, let alone for the purposes of a film narration. But what makes this narra-
tion particularly painful is the droll and distanced style of delivery adopted by the voice
artist. This is very different from Rouch’s own engaging manner, which had the effect of
carrying the listener over any ellipses in the coherence of what he was saying.
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18. DeBouzek (1989), 308. See also Colette Piault (1996), 150-151, and (2007), 44‘.—46,
who identifies “at least” four different types of commentary styles in Rouch’s work.

19. C. Piault (1996b), 152, and (2007), 46.

20. De Bouzek (1989), 308.

21. Rouch (19950), 427; Grimshaw (2001), 99; Russell (1999), 224.

22. Devanne (1998). ' :

23. See Devanne (1998); Rouch (1995¢), 427; Georgakas et al. (2003), 216. In recording
the narration of The Lion Hunters a decade later, Rouch also prepared a text based on are-
hearsal but then in performance allowed himself to become so possessed by the process
that he put the text aside and assuming another persona and another accent, gave himself
over completely to the commentary. See Colette Piault (1996b), 152, and (2007), 46.

24. Georgakas et al. (2003), 214-215.

25. Rouch (1995b), 228; see also Taylor (2003), 140-141.

26. MacDougall (1995¢).

27. Rouch (19952), 92-93.

28. C.Piault (1996), b154, and (2007), 48.

29. See Rouch (2003b), 80-81.

30. C.Piault (1996b), 154, and (2007), 48.

31. A very striking demonstration of both the strengths and weaknesses of Rouch’s-
shooting praxis is to be found in the film Architectes ayorou (1970). This film features a
magnificent improvised sequence-shot of a group of women pounding millet who break
into song as Rouch’s camera approaches. But the same film also features many wavering
sequence-shots, with much awkward zooming in and out, as Rouch attempts to show the
architectural features of the village where the film was shot.

" Chapter Fifteen

1. Rouch (1995a), 96.

2. Karéche (2004).

3. Godard (1972), 129.

4. Murphy and Williams (2007), 51.

5. Taylor (2003), 139.

6. Georgakas et al. (2003), 214-215.

7. Rouch (1995a), 94-96.

8. Rouch (1995a), 8s5.

9. See chapter 1, pp. 9-12.

10. Films with credits of this kind include Cimetiéres dans la falaise (1951) and Bataille
sur le grand fleuve (1952).

11. Fulchignoni (1981), 19, and (2003), 168.

12. Rouch and Hockings (1995).

13. Clifford (1988a), 77.

14. See Clifford (1988a), 8off.

15. See in particular Griaule (1933a), 10-12, and (1957), 59. See also the Dakar-Djibouti
expedition travel journal of Michel Leiris (2008), 146, in which he expresses his fury be-
cause he believes that one particular elderly Dogon informant has purposefully misled
him: “Amabibé Babadyi really is an old shyster . . . It would not take too much for me to
strangle him.”
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