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GEORGES DELERUE <n25-IT 12> 

TWO English Girls l. La declaration d’amour 2:42 SiDoMusic (SUISA) 

Jules and Jim 2- Main Title 1:40 3. Vacances 2:46 Catherine et Jim 5:31 

The Soft Skin 7- Pierre et Nicole 2:39 siDoMusic(suisa) 

Such a Gorgeous Kid Like Me 

Love at 20: Antoine and Colette id. Main Title 1:14 Warner Chappell Music France (SACEM) 

The Woman Next Door 

TWO English Girls 12. Anne et Claude 2:27 13. La rupture 2:31 

Shoot the Piano Player is- Charlie 2:53 lb- Lena 1:17 17. La cafeteria 1:23 

Fred Hersch, piano Doug Weiss, bass Matt Wilson, drums (is, 2D) 

Day for Night 

5. Brouillard 3:33 b. Finale 2:02 Warner Chappell Music France (SACEM) 

“Finale” based on Le tourbillon by Cyrus Rezvani 

fl. Main Title 1:45 T Stanislas et Camille 1=44 Igloo Music France/Editions Marouani (SACEM) 

ll. Le secret de Madame Jouve 2:52 Editions Sidonie (SACEM) 

The Woman Next Door m. Epilogue 3:57 

Ifl. Theme d amour 1:42 IT Poursuite 1:04 2D* Finale 1 :OOSociete Royalty adm. Warner Chappell Music France (SACEM) 

21. La valse de Frangois T. 3:20 Hamelle (SACEM) 

22. Chorale 2:11 WB Music Corp. (ASCAP) 

The Last Metro 23* End Credits 2:09 Editions Sidonie (SACEM) 



IT WAS NEAR the end of his famous collaborations with Frangois 

Truffaut that Georges Delerue first came to the United States. And 

of course it was because of those collaborations — those monumental 

scores filled with intrigue, irony, and above all else, passion — that he 

was so eagerly sought after by Hollywood. We were thrilled that, despite 

a dreadful fear of flying, Georges had agreed to bring his talent to us. In 

anticipation of his arrival, we planned big meals, rented large sedans, 

reserved king-sized suites in skyscraper hotels. 

In retrospect, we were nothing less than silly. Georges was neither 

pretentious nor physically large. Born of working-class parents in north¬ 

ern France on March 12, 1925, Georges was already an unhealthy child 

by the age of ten when he permanently damaged his tailbone in a bicy¬ 

cle accident. Scoliosis and poor nutrition during the war years further 

diminished his health, leaving him in great pain. In 1941, at the age of 



sixteen, Georges underwent back surgery. Despite limited training, the 

doctor successfully removed a section of Georges’s shin and forged it 

into his back in order to stop the vertebrae from further shifting. It was 

during the subsequent four months’ recuperation in a brace that 

Georges decided to become a composer. 

He began his formal musical education that same year in the 

local conservatory. During the mornings, he worked in the factory along¬ 

side his father, rushing off to school in the afternoons. Apparently 

offended at Georges’s working-class dress and demeanor, the dean of 

the conservatory discriminated harshly against him. Their relationship 

culminated in the dean declaring that Georges would need to take a spe¬ 

cial examination to define his qualifications for continuance, and that, 

in fact, the dean would be making the examination so difficult that 

Georges would be unable to pass. Distraught, Georges sought solace and 

intervention from his parents and teachers, but the dean would not yield 

to their pleas. On the day of the exam, Georges arrived at school to find 

his schoolmates nearly as sad as himself. In response to his attempts to 

console them, he was told that the dean had died during the night. The 

subsequent dean, impressed with Georges’s talent and tenacity — and 

probably mindful of the omen — encouraged his further studies. Shortly 

thereafter, at the age of nineteen, Georges witnessed his first publicly 

performed composition: an Easter mass sung by his family and friends. 

Upon graduation, Georges was accepted into the Paris Conser¬ 

vatory, where he supported himself by playing piano in bars, dance halls, 

theaters, and even at funerals. He graduated in 1949 with highest hon¬ 

ors, additionally receiving the coveted Gran Prix de Rome. His teacher 

and mentor, Darius Milhaud, selected Georges to participate in the second 

annual Festival of Avignon, which had been established by the eminent 

theatrical director Jean Vilar. Monsieur Vilar told Georges that, although 

he had read of the young composer's award-winning academic accom¬ 

plishments in the newspapers, serious artists were never impressed with 

such things, and that it was time for Georges to get to work. And so he did. 

Following that successful summer, Georges returned to Paris 

where he went to work full-time in the theater, composing in earnest. In 

1949, and again in 1950, Georges returned to work in the Festival of 

Avignon. Two years later, he began writing for television, as well as join¬ 

ing the famous Theater of Babylon in Paris, which was a vital part of 

that city’s blossoming intellectual life. It was at this time that he met 

Boris Vian, the well-known writer with whom, in 1957, he collaborated 

on his first opera, Le chevalier de neige. 
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In 1959, Georges contributed “La valse” to the score for 

Hiroshima, Mon Amour, which marked his first participation in a full- 

length movie, and the first of his many politically focused films. 

The next year, he revealed the truly prolific nature of his talent, writing 

— at the age of thirty-five — the music for one play, two TV films, 

fifteen short movies, and seven full-length features, including 

Frangois Truffaut’s Shoot the Piano Player, which launched what is 

arguably the greatest composer/director collaboration in the history of 

filmmaking. Soon followed Jules and Jim, Day for Night, The Last 

Metro, and The Woman Next Door. A different director might well have 

turned to alternate composers for the unique stylistic demands of each 

film. However, it was a reflection of Truffaut’s own genius that he rec¬ 

ognized Georges’s breadth and brilliance; and so the great dialectic 

developed, the efforts of each continually enriching the other’s talents. 

These men shared many characteristics, but none as important as their 

mutual fascination with love. 

With dozens of international award nominations, Georges gar¬ 

nered Oscars, Emmys, Genies, Cesars, Ace awards, and many other 

notable honors. (A consummate artist, he preferred to orchestrate his 

own scores, so that they might more fully represent his creative vision.) 

Yet his talents and flair, his fame and success, his awards and remu¬ 

neration all paled in comparison to the sheer largesse of his heart, and 

it is this quality that dominates his music. Although he suffered through 

times of relative poverty, poor health, domestic distress, and sadness, 

he remained a wealth of optimism and vitality. And when compliment¬ 

ed about this trait, Georges never failed to graciously and sincerely cred¬ 

it his wife Colette. 

Georges did not play golf or tennis, he did not watch football, he 

did not skydive. His idea of recreation was to be alone with Colette, to 

visit and play music with his daughters Claire and Emmanuelle, to gar¬ 

den, to listen to an opera while reading its score, to settle into a com¬ 

fortable chair with a biography of some other great composer, or to dine 

with Colette and their friends. He loved music as much as life itself. For 

him, the two were intertwined, and for his life to be full, it needed to be 

full of music. He demanded little else of the world, and, in so doing, 

received volumes. 

— Daniel Carlin 

Daniel Carlin was collaborator and friend to Georges Delerue during the last twelve years of the com¬ 

poser’s life. He served as music editor, consultant, and/or supervisor on over thirty of Delerue’s film 
and television projects. 



GEORGES DELERUE composed operas, ballets, sound-and-light 

shows, chamber pieces, and operas. But he is best remembered and 

loved for his more-than-200 film scores, and his place in movie history 

is assured by eleven collaborations with Frangois Truffaut. 

Delerue was not the only composer whose music graced Truffaut’s 

films. Fahrenheit 451 and The Bride Wore Black, for example, were 

scored by Bernard Herrmann, whose music for Orson Welles led Truffaut 

to write, “Before Citizen Kane, nobody in Hollywood knew where to put 

the music in films.” And the music of four of Truffaut’s later films — 

The Story of Adele H., Small Change, The Man Who Loved Women, and 

The Green Room — originated in compositions by Maurice Jaubert, who 

died in 1940. 

Likewise, Truffaut was not the only director with whom Delerue 

collaborated. One need only recall the composer’s brilliant work in films 

FRANQOIS TRUFFAUT 

AND JEAN-PIERRE 
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TWO ENGLISH GIRLS, 

1971 

as diverse as Women in Love, The Conformist, Julia, Silkwood, and King 

of Hearts. But the symbiosis between these two Frenchmen is un¬ 

equaled in film history. Perhaps it was because of the vast emotional 

spectrum to which Delerue and Truffaut were drawn: it ranges from exu¬ 

berance to melancholy (as in Jules and Jim), from simplicity (The Soft 

Skin) to complexity (The Woman Next Door), from the harmonious to the 

syncopated (Shoot the Piano Player, as well as Two English Girls), and 

from pop (Such a Gorgeous Kid Like Me) to classical (Day for Night). 

Their first collaboration, Shoot the Piano Player (1960) — 

Truffaut’s second feature after the success of The 400 Blows — is a 
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landmark of the French New Wave, filled with abrupt shifts in tempo, 

emotion, and genre. The music is not merely ornamental, but an inte¬ 

gral part of the story. 

Even the casting of singer Charles Aznavour as “Charlie” — a 

honky-tonk piano player in a bar who used to be “Edouard,” a famed 

classical pianist — foregrounds the music. The shy hero is in flight from 

this identity: as Edouard, he could not accept that his beloved wife slept 

with an impresario in order to give the pianist his break, thereby lead¬ 

ing to her suicide. In the present tense, Charlie has a crush on the wait¬ 

ress “Lena”; when they take a walk after work, their tentative footsteps 

are accompanied by flute and guitar. A flashback to the cafeteria in 

which his first wife was a waitress is accompanied by Delerue’s lyrical 

waltz (“La Cafeteria”), suggesting romance as a gentle merry-go-round. 

But back in the present (“Theme d’amour”), the music expresses the 

film noir world of gangsters pursuing Charlie (“Poursuite”). By the 

“Finale” of Shoot the Piano Player, all that is left for Charlie is solitude 

in the bar, cranking out his honky-tonky tune. 

In their second collaboration, Jules and Jim (1961), Delerue's 

music offers a magnificent emotional trajectory. It begins buoyantly 

(“Main Title”) as a rapid male voice-over explains how the friendship 

CHARLES AZNAVOUR 

IN SHOOT THE 

PIANO PLAYER, 1960 
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between the German Jules and the Frenchman Jim grew before World 

War I — especially through their shared appreciation of women. And 

when Jules and Jim go bicycle-riding with the beautiful and enigmatic 

Catherine (Jeanne Moreau), Delerue’s simple two-note repetition in a 

major key (“Vacances”) is a joyful extension of their harmonious cycling. 



But as the film progresses, this two-note melody will be trans¬ 

formed by a minor key (“Brouillard”), depicting the darker forces at 

work in the romantic triangle. Catherine marries Jules, but is far from 

faithful — as she confesses to Jim (“Catherine et Jim”). Afraid of los¬ 

ing her, Jules prefers to have Jim as an in-house lover for Catherine. Jim 

moves in with them (and the music grows lighter in the second half of 

“Brouillard”). But the “Finale” of Jules and Jim— murder and suicide 

— is in a minor key until the final moments when a song that Catherine 

sang returns. 

Both Jules and Jim and Two English Girls (1971) were adapted 

from Henri-Pierre Roche’s autobiographical novels. If the former is 

about two friends and the woman they adore, the latter depicts two 

English sisters and the young Frenchman who introduces them to pas¬ 

sion.* In both, a man and a woman can love each other, but rarely at the 

same time — or rarely for long. 

These are syncopated stories in that romantic love occurs on the 

off-beat. Unable to articulate their feelings (except through the media¬ 

tion of writing), the characters come together and separate in an emo¬ 

tional equivalent of musical chairs. (As Catherine says to Jim, “It’s your 

turn to suffer. When you stop. I’ll begin.”) 

Delerue’s score for Two English Girls alternates between two 

themes: when the music is light and lyrical, especially on piano, the 

subject is Anne — a warm and vibrant sculptor who gives herself 

to Claude before loving other men; but when we hear, especially on 

strings, the dark majesty of notes swirling in a minor key, the focus 

is Muriel — an obsessive absolutist vis-a-vis love. By the end of the 

film (“La rupture”), the hero — as in Shoot the Piano Player and 



Jules and Jim — is alone, except for the sympathetic accompaniment 

of Delerue’s sad melody. 

If love is such a central theme in Truffaut’s cinema, Delerue 

found an impressive number of musical ways to explore it. For Antoine 

and Colette (1962), Truffaut’s contribution to the five episodes that 

comprise Love at 20, Delerue chooses a bittersweet waltz to express 

Antoine Doinel, the alter ego played by Jean-Pierre Leaud. For The Soft 

Skin (1964), a contemporary tale about adultery, Delerue’s theme in a 

minor key invokes the longing of the male protagonist, Pierre, for the 

stewardess Nicole. A similarly romantic melody, with a lusher orches¬ 

tration, conveys in Such a Gorgeous Kid Like Me (1972) the yearning of 

the writer Stanislas for Camille, the imprisoned subject of his disserta¬ 

tion, Criminal Women. That they are not quite made for each other can 

be gleaned from the radically different music that is associated with this 

racy, vulgar opportunist — a breezy song on banjo. Like Camille, it 

moves too briskly to be caught. 

Delerue’s versatility allowed him to go from this romp to the rich¬ 

ly varied tonalities of Day for Night (1973). Winner of the Academy 

Award for Best Foreign-Language Film, this affectionate homage to 

filmmaking stars Truffaut as Ferrand, a director trying not only to make 
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a movie — a love story called Meet Pamela — but to orchestrate the 

passions of his self-absorbed actors. Delerue’s “Chorale,” with its splen¬ 

did counterpoint of piccolo trumpet and strings, accompanies a 

sequence that shows how a film is edited: as pieces of celluloid are 

printed and juxtaposed, the “Chorale” soars like the ascending camera. 

The Last Metro (1980) treats theater with the same affection that Day 

for Night shows for film. One of the team’s most popular movies, it takes 

place during the German occupation of Paris, and includes beloved peri¬ 

od songs like “L’amant de Saint-Jean.” Delerue’s final cue won the com¬ 

poser the French Academy Award. 

The Woman Next Door {1981), a tale of contemporary suburban 

passion, returns to the intertwining of love and murder that character¬ 

ized Truffaut’s earlier films. Its “Epilogue” could be a funeral march — 

appropriate to a film that ends with Fanny Ardant shooting her lover 

Gerard Depardieu before killing herself. The final melodic swirl links her 

to such self-destructive Truffaut heroines as Catherine and Adele H. But 

The Woman Next Door has another central character, Madame Jouve, 

the older female narrator who once almost died for love. The melancholy 

melody comprising “Le secret de Madame Jouve” accompanies two 

scenes in which her former love tries to find her; but Madame Jouve 



FRANQOISE DORLEAC 

AND JEAN DESSAILLY 

(/. TOR) IN THE 
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flees, precisely to avoid what the film’s doomed heroes experience: the 

turbulence of an old passion after having achieved peace. 

Delerue’s final composition for Truffaut was in 1983: it was not 

for a film, but for a French TV special honoring the director — who, in 

less than a year, would be dead from a brain tumor at the age of fifty- 

two. Counteracting the depression Truffaut might have been feeling, 

Delerue composed La valse de Frangois T, a joyous tribute to his 

beloved accomplice in the tradition of Jules and Jim, Love at 20, and 

The Last Metro. 

— Annette Insdorf 

Annette Insdorf, Professor and Director of Undergraduate Film Studies at Columbia University, is the 

author of Frangois Truffaut (Cambridge University Press, 1995). 
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