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SYNOPSIS

Produced by Cyril Colbeau-Justin and Jean-Baptiste Dupont, POINT BLANK stars Gilles Lellouche, Roschdy Zem, Gerard Lanvin and Elena Anaya.  Lellouche plays Samuel, a nurse working at a hospital when his pregnant wife (Anaya) is kidnapped before his very eyes. Knocked unconscious, he comes to and discovers that a dangerous criminal named Sartet (Zem) is responsible, and if he's ever to see his wife again, he must do Sartet’s bidding. Samuel quickly finds himself pitted against rival gangsters and trigger-happy police in a deadly race to save the lives of his wife and unborn child.
Q&A WITH WRITER/DIRECTOR FRED CAVAYẾ
Like Anything for Her, Point Blank is a love story threatened by fate. In your eyes, is this one of the main components of a thriller or of a suspense film?

Yes--it is obviously always more interesting when ordinary characters are confronted with extraordinary situations. The audience then has an easier time identifying with them, all the more so when you have a man and a woman who are in love. A nurse’s aide who will stop at nothing to save his pregnant and threatened wife is closer to me than James Bond, even though I love James Bond! It’s a storytelling principle that is as old as the world: there is a woman imprisoned in a donjon and a guy who must free her.  The story for Point Blank came to us while we were editing Anything for Her. Since I had really enjoyed shooting the action scenes of Anything for Her, I told Guillaume Lemans, my scriptwriting accomplice: “Our next film should be even more tense, have even more action and should entirely unfold on the rhythm of the last half hour of Anything for Her--a sort of frenzied race over the span of a day, or something along those lines”.  We started to think it over, we talked about it to people around us and we were told “To make a film that is always going fast is not possible”.  I think that is exactly what made us want to try!  I wanted to go even further than with Anything for Her, to raise the bar a notch higher and link the fate of this everyman battling extraordinary events with someone who is everything except ordinary: a slightly melvillian gangster, a sphinx, someone who is dangerous and menacing and who does not speak very much.  We tried to figure out how an ordinary guy could end up linked to a real gangster, with no alternative but to join his cause and be forced to confront police and thugs with him. From there came the idea of the hospital where this nurse’s aide is forced to help this wounded gangster leave the premises. 

Had you already come up with the idea of having his pregnant wife kidnapped?

I don’t remember.  In any case, it came about very quickly.  Guillaume’s wife was pregnant at the time -- I think that’s what gave us the idea even though he was a bit reluctant to describe situations in which a pregnant woman is being tormented! But that’s the goal with this type of a film: the more a person finds him or herself in a situation of fragility, the more playful it is to have the audience fear what will happen to him or her.  When we are writing, Guillaume and I always ask ourselves the question in a simple manner: what could possibly make our “hero” run as fast as possible?  What will be the greatest source of anxiety for him? So not only is his wife taken away from him, but she is pregnant on top of it! In addition, I had never seen a chase scene that involved a pregnant woman in the movies before.  We even asked ourselves at a certain point if her nurse of a husband shouldn’t be the one helping her give birth! But we felt that might be a bit too much.

Speaking of, at what point do you tell yourself “We are verging on the improbable, we are going too far”? And how do you realize it?

It’s a bit of a matter of instinct, and of balance. This is a pure cinema film, so you are in reality +1 or +2, or more. It is up to us to determine how far you can push credibility. You can be at the limit – the entire playful aspect of this film genre is based on this.  You must just be careful to always remain plausible.  In real life there are also a lot of chance encounters and coincidence, little bits of luck or little mishaps.  When we are writing, we are trying to see how far we can push our ideas, our intentions, and if we think the audience will be so taken by our story what it won’t run the risk of being perturbed, we keep what we wrote. The whole game is about moving as if on a tightrope, to overload the story just a little, without having it topple over.

The film wilfully illustrates the popular saying that one should not judge appearances.

False clues or the hypothesis you come up with – they are one of the playful sides of thrillers and of suspense films.  What is interesting is to lead the viewer towards certain directions without revealing too much.  Here again, as with the issue of plausibility, it’s a question of dosage.  But if you are able to take the viewer along with you, it’s even more beneficial in terms of efficiency.  They think they are a step ahead, you make them active, and they are all the more surprised when nothing unfolds like they had anticipated or when the characters turn out to be very different than what they had imagined.

The film hence rests on very precise machinery -- was this the most difficult part of the writing process?

It was more exciting than it was difficult! In fact, I take great pleasure in writing a film.  Difficulties arise afterwards, when you have to read your first draft. You think your machinery is well oiled, you have it read and you are told: “But this is not possible; this does not work”. And then you have to come up with a solution.  You must have the courage to confront problems immediately; otherwise they are going to turn up at every stage of the film -- during the shooting, during the editing and so forth.

How do you and Guillaume Lemans complement each other?

We like the same films and the back and forth works really well between us.  We come up with the story together, we let it ripen and at a certain point one of us begins writing five pages in three acts. He sends them to the other who reworks and develops them, then sends them back and so forth. Once we have the thirty pages of a story, I often begin writing the screenplay alone.  Guillaume has this intelligence and humility that allows him to differentiate the form from the content.  He is fully aware that since I am the one who will be directing, I need to take possession of the film, all more so because it is at this point that I conceive of it visually. It is while I am writing that I decide how it will be shot and even how it will be edited. Which does not exclude, or course, another stage of work with my collaborators -- the director of photography, the set designers, the editors, etc —- following which things may change. But I need to have this solid base in place before checking my ideas with the people with whom I work.  Once this first version is written, Guillaume and I never stop reworking it. With Point Blank, the version I shot was number 64, which is telling.

What made you think of Gilles Lellouche for the role of Samuel, this nurse caught in an infernal spiral? 

I thought of Gilles soon after the screenplay was finished.  I had already thought of him while I was writing Anything for Her when we were asking ourselves how old the character was --35 or 45 years old?  Gilles would have been a good choice for 35 years old.  So when the producers Cyril Colbeau-Justin and Jean-Baptiste Dupont and I were thinking about the ideal casting for Point Blank, I thought of him again.  He is both an everyman and a cinema everyman!  He is good natured and charismatic.  He can be both very charming and very physical. He has a real capacity for sympathy.  When you see him on screen, you want to be his buddy.  Even in real life, he has an “actor of yesteryear” quality about him.  He is from the same family as Belmondo or Lanvin.  And the enormous cherry on the pie is that he is an incredible actor with immense potential.  I had of course seen what he had done in movies.  Even in small parts, as in Tell No One and Mesrine, he is incredible. And in the film Jacques Maillot made for Arte, Un Singe sur le dos, he plays an alcoholic and he is literally mind-blowing.  As soon as we offered him the part, he said yes without hesitating.  I think the physical side, not to mention the chase in the subway, really excited him as well, he who adored Belmondo’s films when he was 10 years old!  He prepared himself physically like crazy.  He knew there was no other solution -- in order for it to work on screen, he needed to get his feet wet!

And what made you think about Roschdy Zem to play the part of the “melvillian” gangster?

As far as Roschdy is concerned, the story is more unexpected.  I had not yet begun writing Point Blank when I asked to meet him because I thought at the time that it would be interesting to give him Samuel’s part.  We had a drink together, we got to know each other, I told him the story and told me, very politely, “It sounds very interesting. You’ll have me read it once it’s written.”  And then, as the writing progressed, I kept telling myself “he would be so much better in the other part, the gangster’s!”, and I was furious at my haste.  Once the writing was finished, once I had thought of Gilles for Samuel’s part, I called Roschdy, a bit embarrassed: “Well, you’re going to think I’m crazy but I finished writing and I think you would be far better as the gangster.” He answered: “Don’t worry.  When we met and you told me the story, the part I wanted to play was the gangster, not the nurse!”  He read the screenplay and he accepted.  In the end, movies are always made the way they are intended to be.  The part fits him like a glove.  He has this sphinx like, enigmatic side.  He has such a presence that even his silences are imposing.

His name is Sartet, like Delon in The Sicilian Clan.
When I was writing this character, I was searching for a name which I wanted to be simple, very French, almost banal, and that’s the name that came to me!  I found this to be amusing and I did not resist the idea.  It was even a sort of tribute.  Out of courtesy, even if nothing obliged me to do it, I called Alain Delon to tell him.  He was delighted.

You did not hesitate in offering Gérard Lanvin a key but secondary part.

In the script, there was also this idea-- to complicate things a little!—about a sort of police war.  And in addition, just as we were beginning the casting, I realized that the film was very masculine and that it would be interesting to feminize certain parts.  In the end, the fact that certain secondary characters are women made the situations even more frightening.  So, since I had decided to feminize one of the two main cops who are at war with each other, the other one had to carry even more weight, had to have an even greater physical presence.  And I thought of Gérard Lanvin whom I’ve loved ever since I fell in love with cinema!  All the more so because my writing has very little dialogue -- in movies, I like it when the image tells the story, not the dialogue, and someone like Gérard does not need to talk very much, he just needs to be in front of the camera for you to believe in it.  But it remained a small part.  I didn’t know if he would accept it.  My producers happened to be working with him, and I visited him on the set of Philippe Guillard’s Le fils à Jo.  We spent two hours together. I was both impressed and enthusiastic. Between us, it was a real coming of minds.  His yes was a great source of happiness for me, and a real gift for the film.

Speaking of cops, there is another unexpected choice--Mireille Perrier who is more used to the theatre and to auteur films than she is to genre movies.

Facing Gérard, we needed a strong woman, in any case an impressive one who you can’t fool around with.  She had to be a match to Gérard’s character.  These two big cops are the same, they are just as taciturn as each other, but she remained faithful to her principles and to her mission.  When we started going over actresses who are around fifty years old for the part, I thought of Mireille.  Probably because I still remembered the first time I met her: she had a part in the very first film I worked on, as a production intern, Sophie Tatischeff’s Le Comptoir.  I was her chauffeur and she really made an impression on me at the time!  I knew she could have this inflexible, implacable, uncompromising side on screen.  While I was writing the character of her deputy, once I had decided that it would be a woman, I had the idea of a younger woman who would be the image of her boss.  I wanted people to tell themselves that she would become like her.  What was interesting afterwards was to play on an ambiguous level.  Between them, is there only a relationship of authority, or a mother-daughter relationship, or even a mistress-lover one?  Just by seeing them, you ask yourself all these questions without there being any need to explain or to clarify anything whatsoever.  All these things that are left unsaid add richness, intensity and tension to the film.  Even without dialogue, you understand that they have a different relationship; you tell yourself that they have something in common, and that if one of the two dies, the other one will, as a matter of course, run twice as fast to catch her murderer. That’s the direction in which my casting director, Olivier Carbone, and I looked.  And then we met Claire Pérot.  She is a wonderful actress whose background is musical comedies. She had the main part in Cabaret as directed by Sam Mendès.

And who thought of Elena Anaya to play Samuel/Gilles Lellouche’s wife?

Me, and I fought for it to go to her!  I had seen her in Mesrine --she really lit up the screen.  I had her in mind from the very beginning.  I thought it would be more interesting for this female character to be uprooted, far from her family. When she is kidnapped and ends up in a cave, her husband is really the only one who can do something for her. In addition, I found her slight accent to be very sensuous.  I knew I only had two minutes in which to make people fall a little in love with her and tremble for her afterwards.  Her relationship with Gilles had to be immediately believable.  For me, this romantic dimension is inseparable from the suspense movies I want to make.  For her character, I had to put all the trumps on my side.  But getting Elena was a little complicated.  She is now a star in Spain.  She is in fact the heroine of Almodovar’s next film. Thankfully, things worked out.  Since my films don’t have much dialogue, you need amazing actors, even for the small parts and all the more so in that kind of a universe, in order for them to assert themselves right away, for everything to be believable right away without there being too many questions asked.

The film’s success rests on the efficacy of the directing, and yet there are hardly any camera effects…

I prefer it when things are moving in the images than for the camera to be moving.  And when it does move, I want it to be justified.  It’s a question of personal taste of course, but it also goes with the film.  In the action scenes and fighting scenes, I wanted things to be clearly visible, not for them to be syncopated or filmed from all angles, but for them to be quick, brisk and painful, to make you feel the blows, for things to be realistic.  Above all, I wanted to follow Gilles all the time, which was not very simple physically, neither for Gilles, nor for the crew!  When I direct, it’s like when I write: I trim off the fat.  I want everything to be justified and really at the film’s service.  I try to adapt my directing to each sequence, to make it as efficient as possible, to always be realistic and above all, to never make the viewer leave the film, to make sure that the camera never reminds him that he is in a movie.  Which does not exclude being preoccupied about the framing, caring about what the image is telling, a certain aesthetic research.  My background is in photography after all.

Just like your director of photography, Alain Duplantier, whom you had already chosen to work with on Anything for Her.

I like working with the same people --the director of photography, the set designer (Philippe Chiffre), the editor (Benjamin Weill), the composer (Klaus Badelt).  It’s a great opportunity to work with people like that.  Alain is a superb photographer and he is a wonderful director of photography.  With him, work already begins with the reading of the screenplay, and goes well beyond thinking about the image, the framing or the directing.  His involvement on the movie is total.  In his images, there is something purely cinematographic which I really love.  I had noticed his work in the preview for Anna M, his use of optics that plays with depths of field.  Here, the challenge, even more so than with Anything for Her, was to be both very realistic and very cinematographic.

One of the films high points is the long chase scene in the subway.  Was this the scene you were the most apprehensive about prior to shooting?

Yes and no.  Yes, because it is all the more complicated because with this type of a scene, you are on a rather Anglo-Saxon terrain, full of heavy references: French Connection, The Fugitive, the Jason Bourne saga, to name only the first ones that are coming to my mind.  Except that we didn’t have the same means!  Not having the same means simply means that we had much less time.  In addition, a chase scene in the subway creates all sorts of administrative and logistical problems.  Like shooting in the Gare du Nord. But this was one of the locations I was intent on and which are very important for the movie.  For the story to unfold in locations everybody knows reinforces the veracity of the story and hence the intensity of the suspense.  To shoot the chase scene in the subway, I had four days.  Except that my work day began at 1am and finishes at 5am. Which means that I only had four hours, including the set-up! In such a case there is no room for error.  But it’s interesting because it creates a pretty intense energy for the crew.  This seven minute scene is sort of like a climax and could therefore not fail.  At the same time, it is not the end of the movie, far from it.  In the end, it is just one scene amongst others, even if it is a very powerful one.  But above all, the tension afterwards had to be maintained and even heightened.  This was of a greater concern to me that the filming of the scene in and of itself. So, to finally answer your question, I was really apprehensive about filming the final act -- the scene at the cops which had to be just as strong, just as spectacular, just as impressive and which is in fact just as complicated, but therefore just as exciting to direct.

In a thriller with such an intense rhythm, music plays an essential part. You turned once again to Klaus Badelt.

It was such a joy working with him on Anything for her.  To have a composer who has written for Terrence Malick, for Michael Mann, for Sean Penn working on a first French film, what an opportunity! So if he was available and still willing, it was out of the question to make do without him.  Like last time, he put himself entirely at the service of the film. He is a very precious collaborator who brings an additional layer to this layer cake which is the movie, giving it its real rhythm, magnifying emotions, highlighting intentions and tensions.

Where does your passion for thrillers come from? What is for you the ultimate thriller?

You often make movies you enjoy watching. I love the playful and romantic aspects which thrillers and suspense films have. For me, the ultimate thriller is Psychosis. In fact, I have a peculiar relationship to Psychosis. When I was 12 or 13, I was getting ready to watch it for the first time on TV, the film was about to begin and my mother walked into the living room and asked me “What’s on TV tonight?”, and I answered “Hitchcock’s Psychosis”.  She tells me “But you’ve already seen it”. “No, I haven’t seen it”.  “Yes you did, it’s the story of the guy who dresses up like his mother to kill…”! For the surprise effect, I could check in some other time!  Maybe my need to make suspense films stems from this great frustration!  Six months ago, I did no better than my mother -- I told the story to a theatre class, half of which had not seen Psychosis!

There is already a Don Siegel film called Point Blank.
(Translator’s note: the original title is The Killers; it was translated into A bout portant (Point Blank) when it was released in France).

I hadn’t thought about it right away. I wanted an efficient, memorable title--almost a first degree, and since I had told myself I wanted to make a film that would move as fast as a bullet, Point Blank came to me rather naturally.  It was only afterwards that I remembered Don Siegel’s film with Lee Marvin, but I thought the title was too good to change it, so let’s say it’s a tribute!

Q&A WITH GILLES LELLOUCHE (SAMUEL PIERRET)

How did you find yourself involved in Point Blank?

Fred and I had met four or five years ago because he wanted to offer me the main part in a comedy he had written, but it was never made into a film.  We met again two years ago at the Cabourg Festival.  In the meantime, I had seen Anything for Her which I had found really brilliant, very masterful, very accomplished.  That evening, in Cabourg, we talked for a long time, we got to know each other even more and two weeks later, he sent me the screenplay for Point Blank.

What was it about this project that appealed to you?

The script itself.  Its impeccable structure, it’s incredible twists, its boldness-- like the return to the police station at the end, you really have to be daring! That’s not so common in French cinema.  I saw in it a risky but audacious direction concept. It scared me and it really excited me at the same time.  Trying new things is always motivating.  And what I really liked, was the possibility to play a really physical part.  Not a role which rests on display, a feat of combat, but a role in which everything I am supposed to convey -–fear, apprehension, escape-- goes through the body and not so much through words.  I was delighted to work on a film with so little dialogue, to have to do something so spare, minimalist and physical. I also liked the idea of making an action film and embodying an anti-hero, a totally commonplace character who is taken from his daily life and plunged into an extraordinary situation and who, on top of it, must stand by someone who is his complete opposite. All of this with this new tone, this modernity, this efficacy that Fred demonstrated in Anything for her.  I knew he had the mastery required to succeed with this project.  I said yes as soon as I read the screenplay.  We saw each other a lot afterwards.  We talked a lot. He would explain how he envisioned the film, how he was going to shoot it, he had me listen to music.  It was really motivating because he made me believe in all of it very fast.  I went there without asking myself too many questions, totally trusting in him.

How would you define your character?

He’s a great guy! A contemporary who characterizes very well the society in which we now live-- lives that are not that easy, where you are forced to work a lot, to fight in order to make ends meet, to raise a family decently.  Samuel has a wife whom he loves, they are going to have a child, they have a modest income but he is a determined guy.  He is a nurse’s aide and he wants to become a nurse.  He is not at all a hero, or if he is, he is a hero of the quotidian, but destiny will be a revealing tool for him.  He is a nice guy who is quickly overwhelmed by events and who is forced to confront them.  I like the fact that the film shows the capacity each and every one of us has to become something other than what we are.  Even if in this case, Samuel does not have much of a choice.

It’s the first time you’ve done such a physical role

Indeed!

Did you prepare for it specially?

Yes and luckily so!  I worked with a coach.  And every day for three months, I ran, ran, ran.  I am rather athletic in general, but I don’t like running much, it bores me.  So I had to force myself a little.  But it was a good thing because on the shoot, everything was still pretty complicated.  Everything was fractioned– you had to run very fast, stop, set off again, slow down, speed up again even faster.  It was never the same level of action.  It was more exhausting than running the marathon! I got the point on the very first day—I found myself in the subway doing the same scene fifty times, the one in which I am running on the platform!  Thankfully I had prepared myself.  It was so physical in fact that at the end of four days of filming; I sprained my ankle! It was 5am, we had done I don’t know how many times this scene in which I run down a subway escalator against the flow, I was starting to really get a hang of it, I was even taking myself for Rémy Julienne from Melun! And Fred told me “It would be good if you could turn your face to the camera so that people can see you well”.  And of course, just as I was turning around, my foot gave way and…boom!  I was lucky to get medical care very quickly and that the other action scenes were thankfully scheduled towards the end of the shoot.

When a role is so physical, does it change anything in terms of performance, in terms of emotions?

It’s very exciting because it’s pure acting in fact.  When I’m acting, I have the capacity to believe very quickly in what I am doing, I try not to intellectualize things, not to look at them from high up, or from down below, but straight on, from a human height.  Hence, when you are doing such a physical role, you are even more in hardcore acting.  You could almost say that you are in fact no longer really acting-- the body is dictating its law. What was also very exciting for me is that it forced me to act everything based on instinct, the situation, the day to day, which is not at all my usual method. I usually do an enormous amount of preparation, I read through the screenplay twenty times, I anticipate and then on the set, I put myself in a certain state of mind to find certain feelings, I isolate myself, I condition myself. Here, I must have done this two or three times, notably for the final scenes in the police station, but overall, there was no scene that I could prepare by telling myself “OK, I am going to approach this in this way”.  When you are always in action, you obviously have to decide everything based on the moment and on instinct.  To a certain extent, it was a bit like jumping into space which I really enjoyed.  In addition, it was like rediscovering a pleasure from childhood –doing what you don’t do in real life, what you can’t do, what is forbidden.  To run down an escalator packed with people against the flow or to run on the subway tracks.

Not to mention the pleasure for the film buff that you are -- to do just the same as Belmondo did.

And to do it in his way, by showing different things and telling yourself “It’s my turn!”, although I never once imagined I would one day be able to do what the hero of my youth did with the huge talent he is known for.  This of course also feeds my pleasure as an actor.  Belmondo was not the only one who inspired me, but so did, paradoxically, Dustin Hoffman in Marathon Man, or in Straw Dogs.  I even drew inspiration from it for the character’s appearance -- Samuel has the same jacket as Hoffman does in Straw Dogs!

Fred Cavayé says he wanted to make a film that was always going fast.  Did this goal have an impact on your collaboration?  Or did you leave this preoccupation to the directing and the editing?

No, I was also thinking about it.  I tried to infuse energy to each scene because it’s a whole. So much so that during the shoot, at certain times, I was in such a state that we had to go ahead with it at all costs.  When I was ready, boy was I ready! We really needed to shoot. I love this state of being.

Were you ever afraid of reaching your physical limits?

No, but that’s the famous thing about movies whereby the moment a camera is present, people with a stutter stop stuttering, people who have a twitch no longer have it, etc.  In front of a camera, I am ready to jump from the third floor.  Without a camera, on the other hand, I no longer dare to do anything, I am scared to death. This is something that astonishes me -- the energy a shoot generates, the way in which you can go completely beyond yourself for a movie.  There is a magical effect. And it works with both going beyond yourself physically as with memory.  It’s as if there was this buried part of the brain wakes up, puts itself in shooting mode-- a box dedicated to this.  All of this to say that I hardly felt any fatigue during the shoot.  Afterwards, yes!

According to you, what is Fred Cavayé’s best asset as a director?

His know-how of course, but above all his will power, his determination. It’s a great quality for a director to have a vision, to go to the end of that vision and to let go of nothing in order to get what he wants.  He is someone who is extremely involved and invested in his film. He is devoured by cinema, that’s all he thinks about, all he talks about.  On the set, he has this kind of quiet and powerful presence. He is rather sure of himself because he has done a lot of work beforehand.  It’s very nice, especially with a project like this one which is based on the precision and the efficacy of the whole machinery. His directing always serves his intentions, without ever trying to impose itself on the forefront. It’s fascinating watching him work with his director of photography [Alain Duplantier].  They have such a bond, the same preoccupations about framing and light, the same pointed aesthetic sense.  They really complement each other very well. They are always looking for a different angle, and they are always trying to position themselves someplace other than you would have imagined.

During his frenzied chase, Samuel, your character, is bound in spite of himself, to his opposite--a real gangster, performed by Roschdy Zem.  But at a certain point, you no longer know who is forced to follow who.

What is nice in the screenplay is that they are in fact bound to one another, but the nature of their relationship changes as the events unfold.  It’s a nice duo.  And it was exciting to perform this with Roschdy.  He is a wonderful acting companion.  He is also performing on a very minimalist level here, he is not trying to play the typical bad guy or thug -- he is just playing the part of the intimidating, closed in and menacing guy.  He has a physical appearance and a natural charisma that work very well for this part.  And he is definitely a great actor.  We didn’t know each other very well, but we immediately got along very well.  And we laughed a lot. If only because it was sometimes weird for us both to be acting these incredible situations which are not part of our daily lives as actors, it was as if we were all of a sudden seeing each other playing cow-boys and Indians!  In fact, this is probably why we both had the same preoccupation about making sure we remained believable, about not slipping into another universe and always staying connected to the real.

And when you would end up with Elena Anaya who plays your wife…

…I would all of a sudden feel like I was performing Hamlet because there were lines!  With Elena, the most complicated thing was to succeed in immediately creating a strong bond with so few scenes.  Their love story is essential to the film, to its tension.  We talked about it at length with Fred before the shoot, and we removed as many lines in the middle of the film—-fear is paralyzing or it makes you react, but it doesn’t make you talk!—-as we added to the beginning, to the scenes between Samuel and his wife, in order to make their story come to life, to give some flesh to their relationship, to humanize Samuel’s character, so that you feel sympathy and hence compassion for them.  We had to make them be in love in order for them to be feared for.  Elena is also a fantastic actress in addition to being very beautiful. I had acted with her in Mesrine and I thought she was amazing.  She held her own in front of Vincent Cassel with an incredible power.

Gérard Lanvin was also in Mesrine, but you did not have any scenes with him.  And here again you just passed by each other

We only exchanged one glance!  I hope we will end up really working together in a film because I really like him.  We were talking about Belmondo earlier on, but when I was 15, I was just as much a fan of Gérard.  He was my idol.  With his cheeky humour, that little Parisian accent of his.  I saw Les Spécialistes dozens of time! If someone had told me that I would one day be doing some Belmondo under Gérard Lanvin’s gaze…

Q&A WITH ROSCHDY ZEM (HUGO SARTET)

The first time Fred Cavayé spoke to you about Point Blank he saw you in the role of the nurse, not the gangster.

Yes, he was there, telling me about the film and explaining the two characters, and the further he went with the story, the more I saw myself in the other part, not in the one he was offering me!

Why?

With experience, I am starting to know myself better and know which parts I can act in.  Some characters, I know that if I accept them, I risk over acting.  But in the end, everything worked out well since after he finished writing the screenplay, Fred offered me the part of the gangster.  A part in which I feel more comfortable.  I like both of these characters, because with them you are in a bit of a fantasy world.  They are in an extraordinary situation and they react in an ordinary, almost improbable way.  These are the codes of blockbuster films.  I find in them what made me dream when I first discovered cinema and thought about becoming an actor.  I love it. 

How would you define your character?

He’s a guy whose life is everything except banal.  He is confronted with extreme situations – gunshots, chases, threats—-but he remains perplexed, very calm and almost enigmatic.  Obviously, when I am performing this part, I’m in a pure fantasy world.  At the same time, and this is what gives the movie its strength, there is a certain truth to Fred’s directing which avoids exaggeration.  With Fred, there is always this will to not be cut off from reality.  It of course has to do with the extreme situation but thanks to the way in which he tells is, you can believe in it.  It is this combination of fantasy and reality which is interesting, both on the reading as on the acting level.  To play this impassive, even slightly cold guy who is facing this terrible chaos -- that excited me.

Your character’s name is Sartet, like Delon’s in The Sicilian Clan.

I thought this nod was amusing--in addition to acting in a pure action film, to exploring a territory that does not come naturally to me, which was a real pleasure.  I believe any actor, me at least, dreams about being eclectic.  When you love movies, it seems to me that you must love all kinds of films.  As a viewer, as a young teenager, this is the type of film that made me go to the movie theatre in the first place.  Afterwards, once I grew up, I sought out more demanding films, but it’s because the action films came first that I then gravitated towards auteur cinema.

Fred Cavayé says he wanted to make a “movie that was always going fast”. Did this have an impact on your performance?

In fact, what is difficult with these types of film is the lack of dialogue.  All of a sudden, just opening a door and entering a room can be very destabilizing because you are moving without your usual crutches--the text.  Generally speaking, on the set you tell yourself that you are going to deliver such a line in such a way and that it will convey such and such an intention. This is not possible here.  You can’t depend on that.  Everything has to happen through the gaze, through expressions, through attitude, through the body, and it’s difficult to know at what moment you have to do a little, a little more or nothing at all.  I decided, with Fred’s agreement, to play the hand of the impassive man. Which did not prevent me from continuously asking myself “but is this not too impassive?”  It has something akin to an exercise in style.  I could compare it to mime or the work of a mask.  In the end, what was essential was coming to terms with this character and for me to believe in it.  Once I came to terms with it, everything happened naturally.  All the more so because we were working off of a very solid story, a well constructed screenplay in which the relationship between these two characters is never fossilized, never conventional.

Along with Go Fast, Point Blank is one of the most physical films you ever made.  Did this require a special preparation?

You prepare these types of films a little like you would an important game or a half marathon. I don’t remember who said: “A good actor is an actor in good health”, but I think it’s right on --especially for a film like Point Blank.  And not only for the chase scenes. The simple act of grabbing someone by their shirt collar and pressing them up against the wall, and redoing it practically fifty times, between the set-up, the rehearsals, the takes, the different angles-- I can assure that it leaves you with a few sore muscles.

What struck you when you met Fred Cavayé?

Fred always gives you the impression that he has just left the movie theatre and that his eyes are still full of light. That’s what I liked in him.  He accepts his dazed kid side, delighted to be where he is.  Facing the technical crew, facing the actors, facing the machinery that film is, he totally accepts his pleasure.  Fred has an extremely precise idea about what he wants.  He is someone who is very hard to confuse! We should know -- us actors are like little troublemakers.  With him it doesn’t work.  He is someone who is demanding, obstinate, even stubborn, and who always gets what he wants, but with a lot of delicacy.  He has a real passion for film.  And a real knowledge.  I really love his way of directing, without going all over the place and covering every angle, with a camera that is at once inventive, thoughtful and efficient.  He doesn’t tell himself “action film therefore nervous camera”.  Without wanting to draw comparisons, you do feel that he is more inspired by Michael Mann than by video clip makers who are in vogue.  He surrounds himself with excellent collaborators like Alain Duplantier, his director of photography, who created an incredible light that was both realistic and very cinematographic. Fred and he are true partners.  They complement each other so well that they hardly speak to each other on the set.  Alain Duplantier is a director of photography who likes to take his time and Fred always gives it to him.  Between them, verbal exchanges are rather brief and precise.  You really feel that they created a world for themselves in which it is difficult to worm your way in.

What kind of a partner is Gilles Lellouche?

We didn’t or hardly knew each other, but everything worked out right away between us.  We even had a lot of fun together and had a few good fits of laughter. He is an actor whom I like and that’s important.  When I commit myself to a project, after the screenplay, the casting is one of the elements I look at as a matter of priority.  For certain parts, some actors are in my mind more believable than others, I admire them more than the others -- that’s the way it is.  Gilles is one of them.  I would in fact gladly work with him again on another project.  His character is very difficult to perform.  He still has these innate qualities, this presence, and when he is acting the part of the victim, when he says “It’s not me, I didn’t do anything”, you believe him.  He agrees to suffer with a lot of humility.  Well, so to speak! He is an actor who has a lot of talent and who is tremendously sympathetic at the same time.  As a viewer, you want to love his character right away.  Even if it’s something that can’t be invented, you feel that behind all of this, there is also a whole preparation, work, but you never see it.

You cross paths with Gérard Lanvin during one scene.

I even have him at the other end of my piece! Gérard comes from this generation of actors whom I admire.  I remember having gone to see Le Prix du danger three or four times in the theatre.  I really enjoyed spending those few days with him. It was one of Fred’s good ideas.  But Fred is someone who is full of good ideas, both for his screenplay and his directing as well as for his casting -- Mireille Perrier, Claire Perot, all the secondary roles.  It’s unexpected and it reinforces the film.  And Elena Anaya! What a good idea to have sought her out and to have made her a pregnant woman.  Even if they are action films, Fred’s films have an essential romantic dimension which gives them humanity and truth. It was the case with Anything for Her.  It is also the case in Point Blank.

Q&A WITH GERARD LANVIN (SUPERINTENDENT WERNER)
What was your reaction when Fred Cavayé offered you the part of Superintendent Patrick Werner in Point Blank?

In order to offer me the role, Fred did a round trip between Paris and the southwest of France just to come see me on the set of Philippe Guillard’s Le Fils à Jo.  I was of course very touched by his approach.  It is indeed rare for people to want to prove to such an extent that they want you.  I’ve had the feeling for a while now that a new generation of filmmakers has arrived that is not afraid of coming to tell me “We like you, we want to have you with us in our film, we’ve never seen you in such a part, it’s not the main role, but…” It’s as if my career was all of a sudden taken into account, whereas just a few years ago, I felt that with directors from the previous generation, I had to prove myself again and again! They know how to say the words that allow you to imagine that you have a little, if not talent, than at least know-how.  There is such sincerity, so much affection and generosity from their part that it makes you happy and it obviously makes you want to follow them.  It re-motivates you. In a way they are at the beginning of their course, and they know how to say to those who have been there for a while “Thank you for giving us so much pleasure with your films and today, now that we are making movies, we would like to have you in them to prove to you how much we tripped on all those stories you shared with us”.  They put you in a condition that is such that you want to have fun once again and go towards the unknown without any fear.

How did he talk to you about your character?

He just told me: “He’s a bastard! I’ve never seen you play such a part and I would like to offer it to you”.  The time wasn’t right for us to go off on a long discussion about the theme of “the bastard”.  I was working on a film in which everything is centred around friendship, a story about men who appreciate each other, who are very close to one another, who love life with the same thrust, a movie which, thanks to Olivier Marchal, Vincent Moscato and Philippe Guillard, was made through friendship, and someone was coming to talk to me about a “bastard” who liked nothing and nobody!  I had the good reflex to tell myself “This guy came here on purpose, he took a plane, he came on the set during the short lunch break, he is going back on the plane in three, four hours, he brought me his screenplay, he told me some very motivating and, in the end, very reassuring things, if I don’t accept playing this bastard it’s because I am… an asshole”.  I’d rather be a bastard than an asshole! He also told me right away that it was a small part.  And this is what was interesting. Indeed, I’m not so sure that you could stand this guy as the “hero” of an entire film.  In fact, it’s because it was a small part that it was exciting to do.  I enjoyed playing this scumbag, who is cynical and ruthless, and finding his look, his swagger, his mug.  He functions on only one level, but he explores all of its facets.  Going towards such singular characters is always interesting.  All of a sudden, you take pleasure in really being someone else.  In addition, you are given this part which was never given to you before, in front of two actors who will not judge you but who will know how to do it with you --Gilles Lellouche whom I met at the time Mesrine was being released, and Roschdy Zem, two actors I really like.  Here again, you are dealing with a new generation of actors who know how to tell you that they like you and that you even made them want to make movies!  To come ten days on a movie set with people like that, like Fred, Gilles and Roschdy, obviously means sharing a moment of happy pleasure.

How is Fred Cavayé on the set?

He is someone who is very precise, very demanding and very motivating.  And when he is happy, he is not afraid of saying so.  He is very enthusiastic.  Olivier [Marchal] and Philippe [Guillard] are the same.  They are directors who are happy to be with the actors they selected.  Nothing forces them to come towards you, but when they come towards you, they come with this generosity, this respect for work which we all have to do the best possible.  Because they are all very serious about their work, very articulate, very passionate, very involved.  They were raised with specific ideas about editing, framing and directing.  They know what they want.  They have a point of view and at the same time, you can talk to them, they are open. But above all they have a desire and their desire can only carry you.  I remember Fred on the first day I arrived on the set.  He looked so happy.  Me on the other hand, I had a bout of stage fright like never before! You just show up when they have already all been together for twenty or so days, you’ve had a week to give yourself a new look, you will be facing two actors you like and who like you, with producers you like and who like you, who produced your previous film and who are producing your next one, who are enterprising, enthusiastic, competent, passionate, you have to perform a part you never performed.  I can tell you that you don’t feel too confident!  I hadn’t had that feeling for a long time, and it was quite nice.

Q&A WITH ELENA ANAYA (NADIA PIERRET)
Were you surprised when Fred Cavayé offered you the part of Nadia?

Surprised and proud to be asked for the second time by a French director after Jean-François Richet for Mesrine!  Fred called me, telling me he wanted me for the part of Nadia.  I read the screenplay; I saw Anything for her and also his first short, J.  I liked everything! Then I came to Paris to meet him.  And I was even more in the mood to work with him.

What was it about Nadia’s character that moved you?

It wasn’t so much the part that convinced me as the desire to be part of this adventure, to work with Fred.  I also told myself that it would be fun being in a real action film, a suspense film whose point of departure is a threatened love story.  Nadia is a small part but she is the motor of the story.  You hence need to believe in her immediately, otherwise the race of the character performed by Gilles looses all its meaning.  It appealed to me to be this abducted woman who has no idea what’s going on, who does not understand what is happening to her, and who is just very concerned about her pregnancy and the threat that is weighing against her.  All the more so as she is supposed to no longer be moving and to remain lying down!  There is something else I really like in her, it’s that she does not say much, she expresses her incomprehension regarding the situation much more through her gaze and body than through words and for an actor, that is something which is really stimulating.  In fact, it’s even truer in the final scenes, in the midst of the madness reigning at the police station. The more Nadia escapes, the more she runs, the greater the danger is for her.  The more she tries to save herself, the more she puts herself and her child in danger.  So there were therefore quite a few different emotions which had to be acted, but with almost no dialogue, and that was really exciting.

Speaking of, what was the greatest challenge for you? To perform in French, even though she does say much, or to play the part of a persued pregnant woman?

Neither of those.  To act in a language other than your own is often an additional source of inspiration, all the more so given that I had a very good coach, Victoria Saez, the same one who helped me on Mesrine.  And to play a pregnant woman simply means being even more intent on sensitivity, on worry.  In fact, I think that what scared me the most is when we strayed a bit from the script in order to improvise.  I very quickly had the feeling that I was lost, but both Fred and my partners never missed quickly coming to my rescue.

How would you define Gilles Lellouche as a partner?

I met Gilles on Mesrine, and I quickly realized while working with him what a good actor he is, quick and intelligent.  And on Point Blank, he never showed to what extent it could be a handicap for him who had such a hard part, to work with a foreigner who did not speak any French.  He was always very attentive, considerate and very patient.  He spoke to me in Spanish. He had all sorts of very difficult and spectacular action scenes and when he would get back to me, it’s as if he was all of a sudden forced to come back to earth! The fact that we had very few scenes with which to establish our relationship made these scenes even more essential.  Gilles’s character must convey that if he does not find her, she is going to die, and their baby along with her.  We had to be both very much in love, but not overdo it in order to remain believable; we had to avoid slipping into soppiness in order for it to have the right timbre.  It had to be normal, very simple and sincerely moving.  In any case that’s what we tried to do.

And Fred Cavayé’s best quality on the set?

Not only is he very passionate, but he seems to be made for movies, and not only for action movies.  I love his first short which is one of the most impressive I’ve seen in my life and in which in the end there is hardly any camera movement, just his camera in front of an old man’s face.  There is something in him that is very mature.  It’s as if he had a gift, a special quality that allows him to be behind the camera.

If you were to remember only one moment from this adventure?

The attitude of the French crew.  I will always remember their efficiency, their sense of responsibility, their kindness, their attentiveness towards me.  And the applause after my last scene on the last day -- it’s an unforgettable memory.  Everyone was there applauding me, coming to kiss and hug me.  It happens regularly on films, but here, I don’t know why, there was something more.  Probably thanks to Fred and to the atmosphere he created on the set.  He gives his heart to everything and everybody.  And everyone returns the favour.

Was it easy to then switch from French to Spanish, to follow a French shoot with a Pedro Almodovar film?

When I found out, while I was shooting Point Blank in Paris, that I was going to do Pedro’s film, it blew my mind, and at the same time it was a secret, I couldn’t tell anyone, it was frustrating!  It was obviously a wonderful gift.  But in the end, a French film or a Spanish film, it doesn’t change much -- your work is still the same.  The details of your work change, the preparation, the memory exercises and all that, but it doesn’t change your acting.  Acting comes from the inside; it has nothing to do with the language in which you are expressing yourself.

ABOUT THE FILMMAKER

FRED CAVAYẾ (Director)

Fred Cavayé started out as a fashion photographer. He made three award-winning shorts, "J,” "Chedope,” and "A l'Arraché.”  “A l'Arraché" was shown in France in over 400 theatres with Diane Kury's feature film Je reste. Cavayé's first feature Pour Elle (Anything for Her) starring Vincent Lindon and Diane Kruger was nominated for a César (France's equivalent of the Academy Awards) for Best First Film, and was remade in the US as The Next Three Days, directed by Paul Haggis with a screenplay by Haggis and Cavayé. POINT BLANK is his second feature.
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Elena was obliged to leave the Royal Academy when Fernando Leon de Aranoa called her to work in his comedy, FAMILIA.  But, aware of the importance of studying, Elena continued learning at the Juan Carlos Corazza school of acting.
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As her star continued to rise thanks to roles in Dos Tipos duros (Juan Martínez Moreno 2003)  and Pedro Almodóvar's Talk to Her, it was only a matter of time before she caught the attention of international directors and she was offered the role of Dracula's most possessive bride in 2004's Van Helsing (Stephen Sommers).  Then, in 2004, came the action comedy Dead Fish (Charley Stadler) with Gary Oldman, in 2005 the thiller Fragile (Jaume Balagueró), and the period adventure Capitán Alatriste (Agustín Díaz Yanes).  In 2007 she starred in Miguel & William (Inés París) and Savage Grace (Tom Kalin) with Julianne Moore.

In 2008 she was introduced to French audiences in L’instintc De Mort (Jean-François Richet) with Vincent Cassel and Gerard Depardieu.  She then travelled to Cairo to work in the romantic drama Cairo Time (Ruba Nadda).   Agustín Díaz Yanes called her again for his film I Only Want to Walk and she then starred in Gaby Ibanez's thriller, Hierro.
In 2009, Elena starred in Room in Rome, written and directed by Julio Medem.  The role of Alba earned her Best Actress nominations for both the Spanish Actors Union and the Goya Awards.  She then returned to France to shoot Fred Cavaye's A Bout Portant.

In 2010 Pedro Almodovar offered her the leading role of Vera in his new film The Skin I Live In which will be released in September 2011.
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