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LE TEMPS QUI RESTE– synopsis (NL) 
 
De dertig-jarige Romain (Melvil Poupaud) is een egoïstische en arrogante modefotograaf die alles 
voor elkaar lijkt te hebben: een succesvolle carrière, een mooi appartement in Parijs en een leuk 
vriendje. Wanneer hij tijdens een fotoreportage flauwvalt en onderzocht wordt in het ziekenhuis, 
blijkt hij een tumor te hebben. Zijn kansen op overleving zijn minimaal en hij weigert om 
behandeld te worden. Romain vertelt zijn familie en vriendje niets over zijn ziekte. Na een ruzie 
met zijn familie en het verbreken van zijn relatie, reist Romain naar zijn grootmoeder (Jeanne 
Moreau). Zij is de enige persoon die hij zijn geheim toevertrouwt “omdat jij net zo dicht bij de 
dood staat als ik”. Op de terugreis naar Parijs neemt hij een onverwacht aanbod aan van de 
serveerster (Valeria Bruni-Tedeschi) in een wegrestaurant. Het ingaan op dit aanbod helpt Romain 
om zijn naderende dood te accepteren… 
 
Le Temps qui Reste laat op intieme wijze zien hoe een jonge man, die midden in het leven staat, 
omgaat met zijn naderende dood. François Ozon benadrukt de verschillende fasen die hij daarbij 
doorloopt: van woede tot ontkenning…tot de uiteindelijke acceptatie. 
 
Na het succesvolle Sous le Sable (2001) is Le Temps qui Reste de tweede film in Ozon’s trilogie 
over rouwen. Het derde deel zal gaan over de dood van een kind.  
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LE TEMPS QUI RESTE – synopsis (FR) 
 
Romain (Melvil Poupaud), trente ans, est un photographe de mode égoïste et arrogant qui semble 
être bien réussi: une carrière florissante, un joli appartement à Paris et un petit ami sympathique. 
Quand il s'évanouit au cours d'un reportage photographique et est examiné à l'hôpital, il s’avère 
qu’il a une tumeur. Ses chances de survivre sont minimales et il refuse d'être traité. Romain ne 
raconte rien de sa maladie à sa famille et son copain. Après une dispute avec sa famille et après 
avoir rompu sa relation, Romain va à sa grand-mère (Jeanne Moreau). Elle est la seule personne à 
laquelle il confie sa maladie "parce que tu te trouves aussi près de la mort que moi". Quand il 
retourne à Paris, il accepte une offre inattendue d’une serveuse (Valeria Bruni-Tedeschi) dans un 
restoroute. Ceci aide Romain à accepter sa mort... 
 
Le temps qui reste nous raconte d’une manière intime comment un jeune homme, qui se trouve au 
milieu de la vie, manie sa mort approchante. François Ozon accentue les phases différentes qu’il 
parcourt: de la colère jusqu'à la négation... jusqu'à l'acceptation finale. 
 
Le temps qui reste est le deuxième film, après Sous le Sable (2001), qui était un grand succès, dans 
la trilogie d’Ozon sur le deuil. La troisième partie portera sur la mort d'un enfant. 
 

 

 

LE TEMPS QUI RESTE 
85 min / 35mm / Couleur / Dolby SR/ dialogues en français/ France 2005 
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LE TEMPS QUI RESTE - crew 
 
 
Regie / réalisation    : François Ozon 
Scenario / scénario    : François Ozon 
Eerste regie-assistent / premier assistent  : Véronique Labrid 
Director of Photography    : Jeanne Lapoire A.F.C. 
Set Design     : Katia Wyszkop 
Muziek / musique  : Arvo Pärt, Marc-Antione Charpentier, Valentin     

Silvestrov 
Geluid / son                           : Brigitte Tailandier, Aymeric Devoldère 
Geluidsmixage / montage de son  : Jean-Pierre Laforce 
Montage      : Monica Coleman 
Producent / producteur   : Fidélité, Olivier Delbosc, Marc Missonnier 
Production Manager    : Christine de Jeckel 
Casting                                  : Antoinette Boulat A.R.D.A. 
Kostuums                                   : Pascaline Chavanne 
 
  

 
 
 
  
LE TEMPS QUI RESTE - cast 
 
Romain      : Melvil Poupaud 
Laura       : Jeanne Moreau 
Jany      : Valeria Bruni-Tedeschi 
De vader / le père    : Daniel Duval 
De moeder / le mère    : Marie Rivière 
Sasha      : Christian Sengewald 
Sophie      : Louise-Anne Hippeau 
De dokter / le médecin   : Henri de Lorme 
Bruno      : Walter Pagano 
Romain als kind / comme enfant  : Ugo Soussan Trabelsi 
 
 
 
 
 
 
 
 
 
 
 



 

LE TEMPS QUI RESTE – over regisseur / sur le réalisateur François Ozon 
 
 
François Ozon (Parijs, 1967) kwam in 1990 met zijn Master in Film (Paris 1) op zak binnen in de 
beroemde Franse Filmacademie La Femis waar hij regie studeerde. Sindsdien heeft hij een hele 
reeks films op super-8, video, 16mm en 35mm gedraaid. Veel van zijn korte films deden mee voor 
competitie in verscheidene internationale filmfestivals. Met Une Robe d’été won hij de Leopard de 
Demain Awards op het filmfestival van Locarno. Sitcom, zijn eerste lange speelfilm, ging in 
competitie voor het Semaine Internationale de la Critique tijdens Cannes in 1998. Na Sitcom 
maakte hij nog een aantal films die veel lof en succes ten deel vielen, waaronder 8 Femmes en 
Swimming Pool.  

 

 
 
François Ozon (Paris, 1967) a entré l'Académie de film française vantée La Femis en 1990, avec son 
Master in Film (Paris 1) en poche, où il a étudié la régie. Depuis ce temps-là il a tourné une série de 
films de super-8, vidéo, 16mm et 35mm. Beaucoup de ses courts métrages ont été en compétition 
sur plusieurs festivals de film internationaux. Pour Une robe d’été, il a gagné le Leopard de Demain 
Awards sur le festival de film de Locarno. Sitcom, son premier long métrage, était en compétition 
dans la sélection Semaine Internationale de la Critique à Cannes en 1998. Après Sitcom, il a encore 
réalisé plusieurs films qui ont eu beaucoup d'éloge et de succès, parmi lesquels 8 Femmes et 
Swimming Pool. 
 
 
 
 
Filmografie / filmographie: 
2005 LE TEMPS QUI RESTE 
2004 5 x 2 
2003    SWIMMING POOL 
2002 8 FEMMES 
2001    SOUS LE SABLE 
2000     GOUTTES D’EAU SUR PIERRES BRULANTES 
1999     LES AMANTS CRIMINELS 
1998   SITCOM 
1997 REGARDE LA MER 
 



 

LE TEMPS QUI RESTE – interview met / avec regisseur François Ozon 

 
What inspired you to tell the story of a young man's journey toward death? 
It all started with an idea I had to do a trilogy about mourning. The trilogy began with UNDER THE 
SAND, a "tearless melodrama" about coping with the death of a loved one. TIME TO LEAVE is about 
coping with one's own death. And the third installment, which I may make someday, will address 
the death of a child. In UNDER THE SAND, death is treated as an open question. In TIME TO 
LEAVE, denial is not an option. The film careens straight toward Romain's death... In UNDER THE 
SAND, Jean's death is not confirmed, so we can choose not to believe it, we can deny its existence. 
In TIME TO LEAVE death is a reality, definite. I didn't want to leave any room for ambiguity about 
Romain's chances for survival, there are none. That is why I chose terminal cancer. And the fact 
that the character is young makes his illness all the more cruel. There is no suspense or mystery 
about it. As opposed to UNDER THE SAND, where we never see Jean drown and there is no body. 
With TIME TO LEAVE on the other hand, I wanted to see the body disintegrating, I wanted to 
accompany Romain on his journey toward death and explore the different phases he goes through, 
from anger to denial... to acceptance. 
 

 

One might have imagined that Romain's illness would be AIDS rather than 
cancer... 
I needed a disease with no possible remission, and fortunately today it is possible to live with AIDS. 
Anyway, I don't feel capable of doing a film about AIDS yet. I'm sure I will someday, once I've gained 
more perspective on life and what I've observed around me. TIME TO LEAVE is nevertheless marked 
by the anxiety that my generation has experienced with regard to AIDS. Our sexual awakening came 
hand in hand with an acute awareness of illness and death.  
 
Romain does not adopt the attitude we might have expected from him. He is not swept up with 
a desire to live out his last months in the fast lane... 
Right, as opposed to LES NUITS FAUVES (SAVAGE NIGHTS), where the condemned hero explodes with 
vitality and desire. Personally, I am more moved by Hervé Guibert's approach to illness and death, 
in his writing but also in his beautiful film LA PUDEUR OU L'IMPUDEUR (MODESTY AND SHAME). For 
my film, I had no desire to present a character doing extraordinary things. I wanted to show the 
concrete reality of the situation: how do you live when you know you are going to die? How do you 



feel, what choices do you make? For example, just because he's got a noose around his neck doesn't 
mean Romain will make peace with his family. He's more interested in making peace with himself. 
Romain is generally detaching himself from others. He is deliberately unpleasant to his boyfriend 
Sasha, insulting him and provoking a separation in order to help him move on, to symbolically mourn 
the end of their relationship, even if this means Sasha is likely to suffer guilt later. Romain's 
behavior is a double-edged sword. Like Marie in UNDER THE SAND, he's not a hero, he's just a human 
being trying to do the best he can in a terrible situation. 
 
Why this refusal to make the characters heroic? 
Maybe to demystify the romantic notion of death as sanctifier. If Romain does attain a certain form 
of heroism, it happens indirectly, on a very personal level, concerning only his own trace. He is 
more interested in what he is going to transmit than in making peace with others. Romain is a 
relatively egocentric, cruel character. He decides not to tell his loved ones about his condition, thus 
leaving them unprepared, which means his death will cause them that much more suffering. But 
after all, why shouldn't Romain have the right to choose how he will die? He makes a conscious 
decision to embrace his solitude and answer only to himself. He does confide in his grandmother, 
who is close to death herself and thus someone he can easily relate to. For me, the scene between 
Romain and his grandmother is the heart of the film. 
 
Facing death is like seeing yourself as a child... 
It is often said that when people grow old they become children again. Naturally, I couldn't help 
thinking of Bergman's WILD STRAWBERRIES, however I chose to show simple moments, nothing 
extraordinary or significant. Just childhood images that come in flashes. I wanted moments, 
expressions, very few words, an atmosphere, some sensations. Perhaps the childhood images that 
haunt Romain are helping him accept the child within him, so he can let go, hand it over. 
 
Do you understand Romain's decision not to do chemotherapy? 
It is clear to me that Romain has no chance for survival. In an earlier version of the screenplay, the 
doctor explains to Romain in no uncertain terms that he is condemned to die and advises him to 
make the most of his last months. He doesn't even suggest a treatment. But when I asked a reputed 
cancer specialist to read the scene, he told me that from an ethical point of view, a doctor has no 
right to say such a thing. He must always give the patient some hope, even if deep down he knows 
there is none. I rewrote the scene with this in mind, so it would be credible. But I had no interest in 
showing Romain doing research on his illness and gradually coming to the conclusion that he has no 
chance of survival. It's a hard, cold fact that is set out explicitly at the 
beginning of the film, and I did not want to spend any more time on it. 
 
Why is Romain a photographer? 
At first, Romain's photography is superficial. He works in fashion, his job is about capturing 
ephemeral images. But photography takes on a deeper meaning for Romain when he learns he is 
going to die. Suddenly, it has another dimension. Now his profession seems like it was meant to be, 
not just a random choice. Like being a cinephile, being a photographer can be somewhat morbid. 
Making, developing, storing and collecting images are all ways of fighting against time, trying to 
keep it at bay. 
 
 



TIME TO LEAVE is a rather minimalist film. Tell us about the editing process. 
The editing process was long and difficult. The first version of the screenplay was raw and 
barebones, but it frightened my producers, and I realized that in order to convince our investors, I'd 
have to fill out the screenplay. So I developed certain scenes and characters, and then filmed this 
new version. But looking at the final film today, I can see it actually resembles the original 
screenplay. In the editing room, our work mainly consisted of editing out all the extra stuff, letting 
go of any and all scenes that detracted from, or watered down, the power of the character's 
journey. Gradually I realized that the more we focused on Romain, the more the film would work 
and the less we would need those auxiliary scenes. Like in UNDER THE SAND, where I followed the 
character closely, never losing sight of her. Except that film was made without backing, on a tiny 
budget. I had to get to the nitty-gritty right away, I had to film "lean" from the outset. I didn't have 
those extras scenes to work with. 
 
Do you think this difficult editing process was necessary, or is it a sign of something 
dysfunctional about the movie business? 
I think it's just that I have the luxury today of being able to film "fat" and then edit "lean". I shoot 
quickly, so I'm taking the risk of acting according to my instinct, moving in several directions at 
once and not necessarily being aware of all the stakes involved. With UNDER THE SAND, I shot over 
two separate periods, so I had an opportunity to see that Charlotte Rampling was strong enough to 
carry the story. With TIME TO LEAVE, we were barreling forward full steam ahead with an 
uninterrupted shooting schedule. This was the first time I'd ever worked with Melvil Poupaud, and I 
was apprehensive about taking on a male character, I was afraid he wouldn't inspire enough 
audience identification. Filming more scenes served to reassure me, then the real 
writing of the film took place in the editing room. 
 
You are usually more inclined to film women. 
Melodramas about men are extremely rare, and more often than not they are children or old men. 
The emotions and interiority of melodramas are generally carried by women. For this film, I wanted 
to try a masculine melodrama, I wanted to see if this young man's story could solicit tears, which 
meant I would need to eroticize the actor. It is important for the audience to "fall in love" with 
Romain, so they can empathize with him and accept his journey. Perhaps this is why I chose Jeanne 
Lapoirie as director of photography. I wanted a woman's view of Melvil, with lighting that would 
emphasize his beauty. 
 
Was Melvil Poupaud an obvious choice for you? 
I've always liked Melvil's rather distant presence on screen, especially in Rohmer's CONTE D'ÉTÉ (A 
SUMMER'S TALE). He is the only male lead in the 4 SEASONS series, and Rohmer filmed him with the 
same grace and eroticism as he filmed the young women. I had auditioned Melvil for several of my 
earlier films, but it was when he invited me to a screening of his video shorts that something really 
clicked. I was moved by his work, it reminded me of the Super-8 films I made as a teenager. And I 
loved the fact that he has been filming himself since childhood, he's got this natural rapport with 
the camera. I felt this hands-on approach to cinema was something we had in common. And indeed, 
he rapidly understood and accepted my way of making films. He was involved in the project early 
on, and has followed all the stages closely, from writing to editing. I find I am increasingly drawn to 



actors who really invest themselves in their projects. We don't make films alone, and I need their 
help, I rely on them to incarnate the characters and help me discover what I want to say, what 
sensations I want to transmit. I want to work with them, not against them. 
 
What about Jeanne Moreau? 
She is the French actress missing from 8 WOMEN, though her presence is felt in Emmanuelle Béart's 
maid costume. Jeanne is another actor who is very close to her directors. Like Melvil, she was 
involved early on, during the preparation stages. She likes to enter the rhythm of a film as it is 
being created. She is a very generous actor and needs to be enormously involved. I think she has a 
fascination with directing, and a great deal of respect for it. She really fleshed out her character, 
she gave her a past. She'd give me her opinions and ideas, she'd tell me about books she loved. 
Working with her was a wonderful experience. The affection and complicity we had is 
reflected in the film, in the relationship between Romain and his grandmother. 
 
And Daniel Duval in the role of Romain's father? 
I've always loved his powerful presence on screen. I think it's regrettable he tends to be typecast as 
a bad guy. I wanted him to play a well-established man, comfortably middle class, intellectual. I 
had him grow a beard, I wanted to transform him a little. I needed Romain's rather absent father to 
be handsome and charismatic, and at the same time deeply marked by life. His face speaks 
volumes. So does Jeanne Moreau's. The people in Romain's life have very few scenes, so they must 
exist in the limited space of time they are on screen. This is also true for Marie Rivière who, like 
Melvil, comes from Rohmer's family of actors. 
 
And the desire to work with Valeria Bruni-Tedeschi again? 
We became close on 5X2, and she amicably followed the screenwriting process for TIME TO LEAVE. I 
had her in mind when I wrote the Jany character, but didn't tell her. When she read the screenplay, 
she immediately liked Jany. She was moved by her simplicity, her naivety, her earthiness. Jany 
reminded Valeria of Shirley MacLaine in SOME CAME RUNNING. 
 
Why did you choose German actor Christian Sengewald to play Romain's lover Sasha? 
Gay couples are still relatively rare on screen and people can be easily put off by them. If the actor 
is too handsome, they say it's a cliché. But if he's ugly, they say it's not credible... I wanted Romain's 
lover to have a strangeness about him, an unusual beauty that echoes Romain's interest in 
photography, his taste for people who are different, physically intriguing. I saw Christian in a play in 
Germany and I liked his presence, the texture of his skin, his childlike, pre-Raphaelite quality. And 
the fact that he's a foreigner adds a certain naivety to his character. He has no idea how much 
Romain is suffering. 
 
How did you choose the music? 
I gravitated towards very pure music with religious undertones: Arvo, Part, Silvestrov. In the 
beginning there isn't much music, just a little, to enhance the childhood moments. But music 
gradually seeps into the film as Romain reconciles with the world around him. There is something 
necessarily sacred about Romain's journey. He's in a church when he reminisces about his sexual 
identity. It seemed to me that Romain should confront his feelings about spirituality, the 
afterlife, all the metaphysical questions that invariably arise in such a situation. 
 



This is the first time you've used CinemaScope... 
It may seem strange to use CinemaScope for such an intimate subject, but it's perfect for filming 
the horizon, horizontal positions, death. It forced me to frame my shots differently, tell the story 
differently. Often with CinemaScope, you have to shoot either very close, or very wide. Medium 
shots don't work too well. And there is very little depth of field. While I was playing around with 
focus, I discovered I could create dramatic intensity in unexpected ways. Like in the scene in the 
park with the sister on the phone. It allowed me to get closer than ever to the actors. I could really 
study their faces, their eyes took on greater importance. 
 
Romain opens himself up to the world in a rather abstract fashion. Not by breaking his 
solitude and reaching out to any one person, but rather by deciding to become a part of the 
world around him, like on the beach at the end... 
I wanted Romain to be completely anonymous at the end. When he finds himself in the middle of 
the beach, surrounded by bodies who are full of life and insouciance, there is a visual contrast that I 
was especially interested in capturing. Lying on the beach myself, I've often pondered all the bodies 
lying around me. "What if somebody here doesn't get up? What if he isn't sleeping, 
or getting a tan, what if he's dead?" Before I started writing, I had this image in my head of a body 
all alone at the end of the day, after everyone else has gone home, with the tide rising. Someone 
who has been forgotten on the beach. I could almost say that this image is what inspired me to 
make the film. I didn't know exactly what it meant, I just knew it would suggest a certain 
acceptance of things. Romain does not create a mise-en-scene around his death, he abandons 
himself to it. 
 
The beach is a recurring symbol in your films... 
Beaches are timeless spaces, they provide abstraction and purity. I've evoked these things in my 
other films, but I wanted to come back to the sunset idea, which some people found ironic in 5X2. It 
wasn't ironic for me, but I understand how people might take it that way. For the sunset scene in 
TIME TO LEAVE, I didn't want there to be any ambiguity. 
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

LE TEMPS QUI RESTE – Cast   
 
Melvil Poupaud (1973) speelt / joue Romain 

 
Filmografie / filmographie  Melvil Poupaud 

 

 
 
 

 
2005  LE TEMPS QUI RESTE      François Ozon 
2003  LE DIVORCE       James Ivory 
2002  EROS THÉRAPIE      Danièle Dubroux 

LES SENTIMENTS      Noémie Lvovsky 
2001  SCHIMKENT HÔTEL      Charles de Meaux 
2000  LA CHAMBRE OBSCURE      Marie Christine Questerber 

LA RACINE DU COEUR       Paolo ROCHA 
COMBAT D'AMOUR EN SONGE     Raoul Ruiz 

1998  LES KIDNAPPEURS      Graham Guit 
1997  LE CIEL EST À NOUS      Graham Guit 

GÉNÉALOGIES D'UN CRIME     Raoul Ruiz 
1996  LE JOURNAL D'UN SÉDUCTEUR     Danièle Dubroux 

CONTE D'ÉTÉ       Éric Rohmer 
TROIS VIES ET UNE SEULE MORT    Raoul Ruiz 

1995  FADO MAJEUR ET MINEUR     Raoul Ruiz 
LA VIE DE MARIANNE      Benoît Jacquot 
LE PLUS BEL ÂGE      Didier Haudepin 

1993 ARCHIPELS        Pierre Granier-Deferre 
LES GENS NORMAUX N'ONT RIEN D'EXCEPTIONNEL  Laurence Ferreira-Barbosa 

1992  L'AMANT       Jean-Jacques Annaud 
1989  LA FILLE DE QUINZE ANS     Jacques Doillon 
1985   L'ÉVEILLÉ DU PONT DE L'ALMA     Raoul Ruiz 

DANS UN MIROIR       Raoul Ruiz 
L'ÎLE AU TRÉSOR       Raoul Ruiz 

1983  LA VILLE DES PIRATES       Raoul Ruiz 
 
 



LE TEMPS QUI RESTE – Cast 
 

Jeanne Moreau (1928) speelt Romains grootmoeder Laura / joue Laura, la grand-mère de Romain. 

 

Beknopte filmografie / filmographie sélective: 
 
2005  LE TEMPS QUI RESTE     François Ozon 
2000  CET AMOUR-LÀ     Josée Dayan 
1999  THE PRINCE'S MANUSCRIPT   Roberto Ando 
1996  WHICH WAY LOVE     René Manzor 
1995  BEYOND THE CLOUDS     Michelangelo Antonioni and Wim Wenders 

THE PROPRIETOR     Ismael Merchant 
I LOVE YOU I LOVE YOU NOT    Billy Hopkins 

1992  THE LOVER      Jean-Jacques Annaud (Narration) 
THE ABSENCE      Peter Handke 
SUMMER HOUSE     Waris Hussein 

1991  THE OLD LADY WHO WALKED IN THE SEA  Laurent Heynemann 
Cesar Best Actress 
THE SUSPENDED STEP OF THE STORK   Théo Angelopoulos 

1990  UNTIL THE END OF THE WORLD   Wim Wenders 
ANNA KARAMAZOFF     Roustam Khamdamov 

1989  NIKITA       Luc Besson 
1987  LA NUIT DE L'OCÉAN     Antoine Perset 
1986  LE MIRACULÉ      Jean-Pierre Mocky 
1982  QUERELLE      Rainer Werner Fassbinder 

THE TROUT      Joseph Losey 
1976  LE DERNIER NABAB     Elia Kazan 

MR KLEIN      Joseph Losey 
1974  FRENCH PROVINCIAL     André Téchiné 

THE GARDEN THAT TILTS    Guy Gilles 
1973  GOING PLACES      Bertrand Blier 

JOANNA FRANCESA     Carlos Diegues 
1972  NATHALIE GRANGER     Marguerite Duras 
1971  DEAR LOUISE      Philippe de Broca 
1969  MONTE WALSH     William A.Fraker 

THE LITTLE THEATRE OF JEAN RENOIR  Jean Renoir 
DIANE'S BODY      Jean-Louis Richard 



1967  THE DEEP      Orson Welles 
THE BRIDE WORE BLACK    François Truffaut 
THE GREAT CATHERINE    Gordon Flemyng 

1966  THE IMMORTAL STORY    Orson Welles 
THE OLDEST PROFESSION    Philippe de Broca 
VIVA MARIA      Louis Malle 

1965  THE SAILOR FROM GIBRALTAR   Tony Richardson 
MADEMOISELLE     Tony Richardson 

1964  FALSTAFF      Orson Welles 
MATA-HARI      Jean-Louis Richard 
THE YELLOW ROLLS-ROYCE    Antony Asquith 

1963  DIARY OF A CHAMBERMAID    Luis Buñuel 
THE TRAIN      John Frankenheimer 
THE FIRE WITHIN     Louis Malle 
BANANA PEEL      Marcel Ophuls 

1962  BAY OF THE ANGELS     Jacques Demy 
LES VAINQUEURS     Carl Foreman 
THE TRIAL      Orson Welles 
EVA       Joseph Losey 

1961  JULES AND JIM     François Truffaut 
1960  A WOMAN IS A WOMAN    Jean-Luc Godard 
1960  THE NIGHT      Michelangelo Antonioni 

MODERATO CANTABILE    Peter Brook 
Best Actrice Award Cannes Film Festival 

1959  DIALOGUE WITH THE CARMELITES   R.L Bruckberger and P. Agostini 
FIVE BRANDED WOMEN    Martin Ritt 
DANGEROUS LOVE AFFAIRS    Roger Vadim 
THE 400 BLOWS     François Truffaut 

1958  THE LOVERS      Louis Malle 
1957  BACK TO THE WALL     Edouard Molinaro 

FRANTIC      Louis Malle 
DEMONIAC      Luis Saslavsky 

1956  THE WAGES OF SIN     Denys de la Patellière 
1955  GAS-OIL      Gilles Grangier 

M'SIEUR LA CAILLE     André Pergament 
DOCTORS      Ralph Habib 

1954  QUEEN MARGOT     Jean Dreville 
THE PLOTTERS     Henri Decoin 

1953  GRISBI       Jacques Becker 
JULIETTA      Marc Allegret 
INSIDE A GIRLS' DORMITORY    Henri Decoin 

1952  DR SCHWEITZER     André Haguet 
1951  THE MAN IN MY LIFE     Guy Lefranc 
1950  PIGALLE ST GERMAIN DES PRÉS   André Berthomieu 

THREE SINNERS     Richard Pottier 
1949  LAST LOVE      Jean Stelli 



LE TEMPS QUI RESTE- Cast 

 
Valeria Bruni-Tedeschi (1964) speelt / joue Jany 
   

 

Beknopte filmografie / filmographie sélective: 
 
2005  LE TEMPS QUI RESTE      François Ozon 

COQUILLAGES ET CRUSTACÉS     Olivier Ducastel et Jacques Martineau 
2004  5X2        François Ozon 
2003  IL EST PLUS FACILE POUR UN CHAMEAU...  Valeria Bruni-Tedeschi 

AH ! SI J'ÉTAIS RICHE     Munz et Bitton 
2001  INVERNO       Nina di Majo 
1998  VOCI        Franco Giraldi 

RIEN À FAIRE       Marion Vernoux 
LA VIE NE ME FAIT PAS PEUR     Noémie Lvovsky 
LA NOURRICE       Marco Bellochio 
AU COEUR DU MENSONGE     Claude Chabrol 

1997  MOTS D’AMOUR      Mimmo Calopresti 
CEUX QUI M'AIMENT PRENDRONT LE TRAIN   Patrice Chéreau 
THE HOUSE       Sharunas Bartas 

1996  NENETTE ET BONI      Claire Denis 
1996  ENCORE       Pascal Bonitzer 

AMOUR ET CONFUSIONS     Patrick Braoudé 
1995  MON HOMME       Bertrand Blier 

LES MENTEURS      Elie Chouraqui 
LA SECONDA VOLTA      Mimmo Calopresti 

1993  OUBLIE-MOI       Noémie Lvovsky 
LES GENS NORMAUX N'ONT RIEN D'EXCEPTIONNEL Laurence Ferreira-Barbosa 
Best Revelation Cesar 1994 
LE LIVRE DE CRISTAL      Patricia Plattner 

1992  L'ULTIMO DESIDERADO DI UN CONDANNATO A NOZZE  Giusuppe Piccioni 
1991  L'HOMME QUI A PERDU SON OMBRE    Alain Tanner 

FORTUNE EXPRESS      Olivier Schatzky 
1989  VITE ET LOIN       Pierre Etaix 

LA STORIA DEI LAGAZZI DELL LAGAZZE   Pupi Avati 
LA BAULE-LES-PINS      Diane Kurys 

1987 HÔTEL DE FRANCE      Patrice Chéreau 
 
 
 
 



LE TEMPS QUI RESTE- Interview met / avec  Melvil Poupaud 
 
How did you and François Ozon meet? 
François asked me to do some screen tests for WATER DROPS ON BURNING ROCKS, but I refused. I've 
never liked tests, especially when you don't know the director and haven't read the screenplay. At 
the time, I assumed he was probably angry with me. But he contacted me again for 5X2. I was too 
young for the role, but we hit it off and it gave us an opportunity to talk about the screen test 
thing. I felt a connection with him, so I started to take a look at his films. I like the unusual position 
he occupies in French cinema: he shoots frequently and his style is always changing, but it remains 
personal. We saw each other again at an exhibition where I was showing my videos. Then one day, 
he said he wanted to make a film with me. He didn't have a script yet but wanted to see me. We 
spent some time together, then he went away to write and came back with the screenplay. 
 
What was your reaction to the screenplay? 
I was moved. I really related to the character. I immediately understood where he was coming 
from, in his relationships with others, with his parents, for example. Romain's need to feel close to 
his father is similar to something I went through myself when I had my daughter. The scene in the 
car, for example, really hit home with me when I read it. I identified with Romain, particularly 
because ever since I was a child I've thought a lot about death, and I've always felt that the way we 
relate to death is a very private, personal affair. Romain refuses to let his death spill over into the 
lives of others. He prefers to go through it on his own. He keeps it to himself, like a secret. And 
then there are Romain's visions of himself as a child. In my own videos, I often use images I filmed 
of myself when I was a child, I bring them back into the present. More anecdotally, shooting on a 
beach in Brittany and having Marie Rivière playing my mother reinforced my impression that this 
role was tailor-made for me. I immediately called François to tell him I would be very 
happy to play Romain. 
 
Didn't it make you nervous that the film is entirely centered on the character of Romain, and 
thus rests on your shoulders? 
Yes it did, but more than that, I felt proud and enthusiastic. I really wanted this role. It came at a 
perfect time, only recently have I begun to feel mature enough as an actor to step up to the next 
level. François has made quite a few films, and I think they are all important, perhaps this one in 
particular, as the main character is so close to him. When I saw SWIMMING POOL, it seemed to me 
that he had already put a great deal of himself into the Charlotte Rampling character. And now, 
with TIME TO LEAVE, the fact that the character is a young man of his own age who lives, like he 
does, in Paris... It was courageous of him to put so much of himself into Romain. And as an actor, 
this is what I enjoy most, playing a character who is a reflection of his director. 
 
Romain wants to leave a trace behind. Through his photography, for example... 
I'm not so sure. Look at how he approaches his profession. He doesn't think of himself as an artist. 
He's a fashion photographer who doesn't really seem to care much about his job, he's not a 
megalomaniac. Romain doesn't see photography as an artistic endeavor. His images are of nothing at 
all. I never imagined that Romain wanted to leave anything in particular behind through his 
profession. 
 
 



What about the filial trace that the baby represents? 
I didn't see it that way either. I don't think Romain is hell-bent on leaving his trace. I think as he 
reaches the end of his journey toward death, Romain decides that the meaning of life might be to 
perpetuate it. Not necessarily with an eye to reproducing oneself, but rather with an eye to simply 
passing life on. In my opinion, Romain is not having the baby in order to leave something of himself 
behind, but rather to become part of a cycle. To me, this is the most luminous aspect of the 
screenplay. 
 
Romain is a man who is learning to accept death... 
Yes. Romain accepts that he must abandon everything, and go out alone. He is but a body gradually 
shutting down, a particle. Of course it's tragic, but he has managed to accept the tragedy. And he 
dies with a smile on his face. 
 
As he moves toward acceptance, Romain revisits his childhood... 
Yes. At the very end he makes peace with himself. He becomes whole. This is what the vision on the 
beach means to me. During the entire film, Romain has been trying to reappropriate part of his 
childhood. He sees that all the good, sweet things he experienced as a child were only interrupted 
by the harshness of life, conflicts with others and the cynicism acquired with age. And he is not 
responsible for those things. On the beach, he finally finds the little boy he's been looking for, the 
one you can't help but love, and he slips away with this peaceful image of himself. In a sense, he 
has forgiven himself. 
 
What was it like going through the physical transformations necessary for the role? 
I began preparing well in advance. François wanted me to be more muscular at the start of filming. 
He knew that what he was asking of me physically would help keep me focused on the role. I 
worked with a personal trainer. I went to the gym every day for three months. This kind of 
concentration puts you in prime condition to enter a role. Also, gaining weight before we began 
shooting made it easier for me to lose weight during the film. And when you are constantly hungry 
because of the draconian diet they've put you on, strange ideas float around in your head. You 
become obsessed with food, and that puts you in a weird place with relation to the world around 
you. On the set, I was barely allowed to eat anything. Consequently I didn't dine with the rest of the 
crew, and that isolation brought me closer to the character. 
 
Does François Ozon have a particular style of directing actors? 
Yes, he doesn't listen to himself talk, he's super active. He doesn't dwell on the characters' 
psychological profiles. His indications are very concrete. However, he doesn't hesitate to tell you 
exactly what he thinks, right away, directly. Whether you are a technician or an actor. This 
spontaneity gave me confidence. He never lets anything slip through his fingers. Even though he is 
perpetually active and keeps things moving on the set, he'll continue doing takes until he's got at 
least two that he considers perfect. We also rehearsed quite extensively before shooting, which 
boosted my confidence level as well. And I was involved in the auditions, reading lines with the 
other actors, which gave me a chance to become familiar with the text and with my partners. The 
physical preparation, the rehearsals and the close, friendly relationship I had with François... all of 
these things meant that at the start of the shoot, I was already in the film, I was prepared. While 
we were filming, François occasionally asked me to do things that weren't in the script. 



I don't usually care for that, but in this case I felt comfortable and secure. I felt empowered, I was 
Romain. 
 
What was it like working with Jeanne Moreau? 
She is impressive. Even if she weren't Jeanne Moreau, she'd be an exceptional person. So when she 
starts talking about Welles,Truffaut, Fassbinder... François and I asked her millions of questions, 
and she would answer very simply, very openly. We only had a few days of shooting with her, but 
there was a warm rapport right away. Without going so far as to say we were like family, I felt very 
comfortable asking her questions, and benefiting from her vast experience. But it was clear she was 
interested, above all, in François. I think she was surprised by how demanding he was, in the 
positive sense. It had been a long time since anyone had asked so much from her, especially 
someone so young. He wasn't at all shy about having her do another take if he felt it was necessary. 
 
Romain has cancer, but we feel the specter of AIDS nevertheless... 
In the film, illness is more of a concept than the object of a realistic study. TIME TO LEAVE is not a 
film about disease, it's about death: how do we deal with the ultimate anguish? Once death has 
entered Romain's life, it takes its own sweet time. Romain's every move is dictated by death. In a 
way, death is what drives him. By the end of the film, he has succeeded in seeing death as a form of 
liberation, and thus he has resolved the question in his own way. I've noticed that by playing 
Romain, I seem to have adopted his way of thinking. 
 
What's your take on the whole experience today? 
Right away I felt that taking an important role in an important film with an important director 
would bring me to another level personally and professionally. I'd always hoped that someday I 
would have the opportunity to play such a wonderful role. Now that I've done it, and with the 
strength I've gained from the experience, perhaps I feel more serene. It's funny, since I did TIME TO 
LEAVE, my own films have focused a lot on transformation and resurrection. 
 
 
LE TEMPS QUI RESTE – Interview met / avec Jeanne Moreau 
 
How did you come to be involved with TIME TO LEAVE? 
I always see François' films right when they come out, and a mutual friend introduced us, Jean-
Claude Moireau, who is François' stills photographer and also wrote my biography. François and I 
would occasionally talk on the phone, and I felt like I knew him, I felt like he was a brother. Well, a 
little brother. He felt the same thing. He'd say, "One day, we must do a film together." Then one 
day, he called me about TIME TO LEAVE. He told me what the film's theme was and I said, "I hope 
it's not the role of a grandmother. -Yes, it is. -Well, all right, but only for you." The screenplay 
wasn't all that important to me, because to my mind François is an exceptional person and an 
exceptional director - the two go hand in hand. He is a "réalisateur", not a "metteur-en-scène". 
 
What's the distinction? 
A "metteur-en-scène" is someone who puts things in place, organizes. A "réalisateur" is someone who 
turns his imagination into something real. This film is a work of fiction, but all fiction becomes 
autobiographical when the author has true talent. When Cézanne says, "This is my apple", you'd 
better believe it's Cézanne's apple. Like all great films, TIME TO LEAVE is a confession. As I was 



watching it, sometimes François' face would appear like magic over Melvil's when he was in extreme 
close-up. It's a fantastic thing to take the risk of getting so close to your desire, expressing your 
obsession so absolutely. I think François is abandoning himself more in this film than he has in 
previous films. To me, TIME TO LEAVE is a series of confessions about family relationships, the 
refusal to compromise, the refusal to bend to conventional ideas about how we can prevent our 
loved ones from suffering... In order to give love and receive love, you have to be in touch with 
pain, you have to be capable of provoking it and feeling it. When Romain leaves his grandmother, 
who represents love to him, it's like he's running away from their closeness, their potential osmosis. 
 
What about the encounter with the couple at the truck stop? 
It's a chance encounter that can happen anywhere, when you're minding your business, drinking your 
coffee. It's making a baby without love, without commitment. It's giving without love. The scene 
where Romain and the couple part ways after the signing of the will is beautiful. After this gift, this 
gesture, this intimacy, they learn Romain is condemned to die, and the husband, trying so earnestly 
to ease everyone's discomfort, awkwardly wishes him "good luck". For me, the film is about refusing 
to be surrounded by others while you're negotiating the ultimate pain. To go out with the setting 
sun on an empty beach is to truly embrace your solitude. This has been present in François' previous 
work, but it is particularly powerful in this film. 
 
What was it like on the set? 
I was not the least bit surprised by how precise and demanding François is. At the same time, he 
gives you a great deal of freedom. It is impossible not to be generous with someone like him. You 
can't say after two takes, "No, that's enough now, I'm done." François never hesitates to do another 
take if he hasn't gotten what he wants from you, or if you haven't yet given him that unexpected 
something that will inspire him to take the scene further. I was entirely at his service. You must be 
prepared to enter François' universe. But going there is a wonderful experience that leaves an 
indelible mark. 
 
What did you do to get into character? 
I didn't prepare or premeditate anything. As a matter of principle, I always come to a film like a 
blank slate, I don't learn my lines in advance. With this approach, I feel free, and clean. I gradually 
work myself into a frenzy as the shoot approaches, while we're choosing the costumes or working 
with the make-up artist. I'm not so much interested in my character as the film itself. Many people 
associate stage fright with a fear of looking ridiculous, making a bad impression. For me, it's like a 
kind of fever. When I'm acting, I'm two beings. There's the one monitoring the distance between 
myself and the camera, making sure I hit my marks... And then there is the one driven by this inner 
fire, this delicious fear. It's this subconscious part of me that knows just how far to go, and then the 
other one says, "But is the fire really hot enough?" And suddenly, everything bursts into flames. 
During the scene where Romain says goodbye to Laura, I remembering saying to François, "No, I 
can't do it." And very calmly, he said to me, "Yes, you can. We'll do it again." And he was right. 
There are certain times when the emotion needs to come from the truest possible place, not be 
provoked by memories or by a director who is dragging you through the mud, screaming in front of 
the crew that your son has died or some bullshit like that. As soon as François set up the camera, it 
felt right. It all made sense: I could see where he wanted to go, what he wanted to see. 
 
 



And working with Melvil Poupaud? 
He's shy, but he knew that we had something to share, that I wasn't there to judge him or keep him 
at arm's length. I can be intimidating, but not within the intimate confines of a film shoot. 
 
Do you think this film took you to places you'd never been before? 
Absolutely. And that has always been my reason to live. I don't like going where I've already been. 
Life is a myriad of territories to discover. I don't want to waste my time with what I already know. 
The situation that Laura finds herself in was unknown to me. I've never had anyone who knew they 
were going to die come and confide in me like that. I've seen people die very young, I've seen 
people get killed, but never this. 
 
How do you bring a character to life in so few scenes? We had shot more scenes, but François cut 
them in the editing room, and it's perfect that way. Characters who are on screen from start to 
finish are not necessarily the ones who have the greatest impact. It's the same way in life. I can 
meet someone briefly in a café or at the airport and they'll stick in my mind, whereas some others 
with whom I've spent a great deal of time don't even leave a trace. To give a character life in a 
short space of time, it helps if you arrive on screen with a past. Even when I was young, I had the 
ability to do this. So now that time has actually passed... My face has changed with the years 
and has enough history in it to give audiences something to work with. 
 
Certain details flesh out the Laura character, making her more than just a grandmother, she's 
also a very sensuous woman. For example, the fact that she sleeps in the nude... 
François knew I slept naked. I had told him I need to be nude in order to sleep. Like a baby. I 
suppose that's where he got the idea. François used a few things he heard me say when we would 
get together. The vitamins, for example. He had noticed them in my kitchen and asked me what 
they were. 
 
Romain says something rather cruel to Laura. When she asks him why he has chosen to confide 
in her, he says: "Because you're like me, you'll be dying soon." 
Laura takes it in, then this bond between them makes her smile. The fact that she says to him, 
"Tonight, I'd like to slip away with you" reveals that she is quite familiar with the idea of death, 
she's comfortable with it, though she's not encouraging it. All those vitamins aren't to keep death at 
bay, they're to keep deterioration at bay. She says it herself: "I want to die in perfect health." 
 
Did you think about UNDER THE SAND, which was also about mourning? 
No, it's not the same thing. UNDER THE SAND is about obsession, the obsessive desire to bring back 
the person who is absent, for that matter the film could have been called THE ABSENT ONE. I find 
that François' films are all very different from each other, even though there is a common thread 
running through them. François occupies a very special place in French cinema. He's growing and 
evolving beautifully. He's been making films for quite a while now. It's a dangerous game, and he 
uses his reputation, his success and his financial security wisely. He's honest. He's true to himself. 
 
The film also tells us that knowing how to die means revisiting childhood... 
I'm not sure Romain dies in the end... It's symbolic. For me, knowing how to die is knowing how to 
live. What is death anyway? It's the outcome of life. We live in a time where we want to keep the 
two separate: you're alive one minute and then, oh horror, you're dead! But Romain is not dead: he's 



passing, dissolving, and I say this without any religious sentiment whatsoever. It's just as idiotic to 
say there is no life after death as it is to say there is one. Death is an absolute mystery. We are all 
vulnerable to it, it's what makes life interesting and suspenseful. Life is extremely difficult, painful. 
People are always talking about happiness, but happiness - in French "bonheur", like 
"bonne heure" (literally the "good hour") - boils down to chance. What matters are the joys - 
knowing how to feel cold, heat, shadows, light... Each person will interpret TIME TO LEAVE in their 
own way. Some will be frightened, some will reject it and others will discover things they never 
thought about before. I think this film is about more than death. There is a real calmness to it, a 
few tears, but no sentimentality. 
 
 
 
 
LE TEMPS QUI RESTE – Press quotes 
 

 

DAN FAINARU : 
Le Temps qui Reste is an intimate film... 

 
 

 

LESLIE FELPERIN : 
A sincere, heavyweight chamber piece... 
Poupaud, a newcomer to Ozon’s semi-official rep company of players, 
anchors pic with an affecting, unself-pitying perf and brings a subtle 
physicality to her role, going from buff beefcake to emaciated invalid by 
end of the pic. Bruni-Tedeschi, working with Ozon a second time after 
“5x2”, offers a sensual yet maternal turn as the good-hearted Jany, while 
Duval and Riviere add further heft to pic’s star-top-heavy cast. 
 
 

 

 


