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SYNOPSIS:

PEDIATRIC  ALEX,  DEVASTED SINCE  HIS  WIFE MARGOT WAS SAVAGELY MURDERED IN THE EARLY DAYS  OF 
THEIR MARRIAGE EIGHT  YEARS  BEFORE, RECEIVES  AN ANONYMOUS EMAIL: WHEN HE CLICKS  ON THE LINK 
INDICATED,  HE SEES  A  WOMAN’S FACE  STANDING  IN  A  CROWD AND BEING FILMED  IN REAL TIME. MARGOT’S 
FACE….
IS SHE STILL ALIVE?
AND WHY DOES  SHE  INSTRUCT HIM  TO  TELL NO  ONE? SO  MANY QUESTIONS THAT OUR HERO  WILL NOT HAVE 
TIME TO  CONSIDER: HE BARELY EVEN HAS  TIME TO  RAISE THE LID OF  THIS PANDORA’S BOX BEFORE THE 
POLICE REOPEN THE  CASE. AND, EIGHT YEARS  DOWN THE LINE, THE COPS ARE DETERMINED THAT HE  WILL 
TAKE THE RAP FOR MURDER.

AN INTERVIEW WITH GUILLAUME CANET

After the success of his début feature My Idol, Guillaume Canet brings to the screen his 
adaptation of Harlan Coben’s bestseller Tell No One (translated into 27 languages, over 6 
million copies sold worldwide). Canet co-wrote the screenplay with Philippe Lefebvre, his 
co-writer on My Idol.

This is your second feature and first book adaptation. Why this novel in particular?
Books people suggested to me or ideas of my own never aroused enough enthusiasm or 
passion in me to devote myself to the harrowing process that is making a film – writing, 
preparation, shooting... It takes two years out of your life. Just when I  finally settled on an 
idea, I  came across Tell No One, and for the first time I felt invested by the story. It 
contained many strong characters, which was perfect for me because I have a particular 
weakness: each time I  meet an actor or actress I like, I  want to work with them. With this 
story, I  had lots of parts to hand out! I also liked the accumulation of genres – thriller, love 
story, suspense – and I soon identified what I wanted to tweak in the characters to add the 
little offbeat touch that I was after, the nervous tics of Berléand’s character, for example.  
It was truly the first time I read something I  hadn’t written that I could see myself 
directing. As I read the book, I  could picture the film in my mind’s eye. I knew exactly 
what I  wanted to do with it and, after we had written the script, as we were getting ready 
to shoot, I tried to ensure I never lost sight of those initial emotions.

Does adapting a novel create any particular constraints when writing the script?
I refused to accept any constraint. I  told Harlan Coben right away why and how I  wanted to 
adapt his book. I  think that’s what won him over. He wasn’t at all happy with the US 
adaptation because they changed so much. I  changed the ending but he loved what we 
came up with. He was very moved and told me that each change we made added 
something that wasn’t in the novel! It was very important for me that Harlan should like 
the movie. Philippe Lefebvre, my co-writer, and I  constantly chose what was most credible 
for the characters and the plot. The only constraints sprang from the story itself. There 
were things that were too easily resolved in the book and that wouldn’t work on film, like 
a character who says, “I heard that...” In a movie, that’s impossible. It has to be more 
grounded and that involves changing certain aspects of the plot. As for the rest, I  gave 
myself a lot of freedom. I changed a lot of things, like introducing the character of Zach, 
the female torturer, who replaces the Asian guy in the book. I  thought we’d seen plenty of 
guys like that in films. It’s more surprising to have a woman in that role – a woman 
torturing another woman has more impact in my view.

It feels like you inversed the codes of the genre. Instead of tacking a love story  onto a 
thriller, it’s the love story that takes precedence here.
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That was vital for me from the very beginning. It’s also what I  told my producer, Alain 
Attal. What appealed to me about this movie was the love story. As a result, I didn’t aim to 
shoot it like a thriller. I wanted it to be sunny, for the action to take place in summer, with 
beautiful light. I  didn’t want it to be anything like a thriller, full of sinister characters and 
music, where it’s raining the whole time. On the contrary, I wanted a real contrast 
between what Alex is going through and what is happening around him – sidewalk cafés, 
people having fun, a totally laidback ambiance. It’s Summer, people are on vacation... I 
found it more interesting that the world around him should be at odds with his emotions 
and feelings.

In terms of the music, the restraint of Matthieu Chedid’s guitar playing contrasts with 
an otherwise romantic soundtrack.
It’s important to point out that the music was laid down in a single day. That’s what we 
had decided with Matthieu Chedid. When I  called him, I knew I wanted something very 
simple. I  had the songs in the back of my mind while I  was writing the script but it took me 
a long time to realize what I wanted for the original score – something very cerebral, music 
that would follow a lone hero, which resulted in this single electric guitar with a kind of 
distorted sound. Matthieu’s initial reaction was that he didn’t have the time. He was 
planning a long recording session. But I convinced him by explaining my idea, which he 
really liked, of recording the music like Ry Cooder did for Paris, Texas. I wanted him to 
play live over the movie, improvising totally. I  screened the film for him in a studio. He sat 
down and played along. The music you hear comes from that single take. We wrapped it up 
in a single day’s work, going by instinct, and Matthieu’s genius and talent. The amazing 
thing is that the music is an integral part of the movie. You hardly notice it but it’s the 
most vital element. It builds raw emotion without being omnipresent. That was one of the 
best artistic encounters of my life.

Did you also choose François Cluzet by instinct?
Yes, I’ve been a fan of his for years and, like François Berléand not so long ago, I always 
thought he never got enough parts. I  wanted someone who was as straight-up and spot-on 
as Patrick Dewaere – a real livewire. François doesn’t act, he lives things. This movie was 
made for François Cluzet. When I  watch it now, I  can’t imagine anybody else playing the 
part. I  am eternally grateful to him for the energy he put into the film, and his patience, 
affability and availability at all times. He was throwing himself nude into a lake at 5 in the 
morning while the whole crew was huddled up in fleece jackets. Then, I had him running 
for ten straight days and he never complained. He also has the most expressive eyes. When 
he sees Margot on the internet, the camera holds on him. He doesn’t move but his eyes 
reveal a whole range of emotions: surprise, doubt, suspicion and fear. For me, that’s huge. 
François nails it every time. He is always open to suggestions and he trusted me 
enormously. I  have to say that, overall, I  had only the very best on this film. All the actors 
gave me everything they had. Directing actors is one of the things I most like about 
filmmaking.

With such a great cast, the editing process must have thrown up some difficult choices.
Extremely difficult, which is why we edited for so long. Hervé de Luze, the editor, and I 
had to cut the movie down quite a lot and find its rhythm. The difficult thing was tying 
together all the leads that make book so good. If you take too many out, it becomes a 
process of deduction and the end-result is explicative, with no emotion. If you’re not lost 
in the plot, it’s pointless. After you’ve seen the movie so many times, you tend to want to 
simplify it, but you have to remember the emotion you felt first time round when you 
wanted to follow each and every lead. On the other hand, the advantage of watching the 
film over and over is that you are able to cut out actors you admire, even in scenes you 
really liked, because you know there are plenty of others. It does them a favor, by the way, 
because you only keep the best scenes. One evening, I was talking with Matthieu Chedid, 
who said that the reason why Beatles songs are so short and so good is that they are so 
condensed. All that’s left is the best. I’ve always worked with music, so that really meant 
something for me. The next day, in editing, I took out quarter of an hour of the film. I 
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understood what Matthieu was talking about. But it is very difficult and Hervé was a great 
help in making the necessary choices. He found a rhythm that I really liked for the film. 

How did you manage to create the sense of intimacy in the opening scene?
Actually, that’s the only scene that wasn’t scripted. When Philippe Lefebvre and I  started 
work on it, I sensed that we were slightly off. I didn’t like it. So I  told all the actors not to 
pay any attention to the first scene in the script because we wouldn’t shoot it the way it 
was written. The night we shot it, we had a drink and I told them it was up to them to 
improvise. It was the first scene with them all together and we shot it in the first week, 
but I  find that there’s nothing better than improv to get a handle on a character. So I  had a 
Steadycam moving round the table and told them to talk among themselves. They were 
free to say what they wanted. I  wanted it to be alive, and for people to cut into each 
other’s conversations, like they do in Claude Sautet’s movies. You don’t get a sense of lines 
being spoken, just a bunch of friends shooting the breeze. That was my way of making the 
scene as credible as possible. At the beginning, they panicked, but they wound up having a 
lot of fun. Seeing Kristin Scott-Thomas rolling a joint was pretty memorable!

On set, you seem very “protective” of the actors.
“Starstruck”, I’d say! I was hugely grateful to them for giving so much energy to my 
picture and so I  was as attentive to their needs as possible. I know how actors work and I 
knew that if I  wanted them to give me what I wanted, I  had to let them into my way of 
thinking. I had a very clear vision of the range of each character, so I  could be very precise 
with the actors. For example, I  wanted François Berléand to do the exact opposite of what 
he did in My Idol, where he just never stops talking. This time, I wanted him to talk slowly 
and express himself calmly and thoughtfully, but with a hint of a slightly obsessive nature. 
That’s what I had in mind, and as I’m pretty obsessive myself, I  just don’t let up, even 
after several takes, until I get what I want.

The framing and camerawork in the film suggest you gave great thought to each shot.
When I write a scene, I  visualize it immediately. I  know exactly how I’ll shoot it, down to 
the nearest detail. On top of that, I operated the camera this time, which I couldn’t do on 
My Idol because I  was also acting in it. I  was lucky that we could afford to shoot with two 
cameras so I  carried the handheld camera, which offers huge freedom to express yourself. 
By going right where you want to go, it allows you to be very fluid in your handling of the 
actors. There is no barrier between actors and camera, which was essential because the 
characters are the foundation of this movie. We only storyboarded one scene – when Alex 
runs across the Périphérique (Paris Beltway). We had one day with eight cameras to get it 
in the can. We were incredibly lucky. No one was hurt and we got exactly what we wanted. 
Every scene in the rest of the picture was carefully broken down into shots. I’d arrive in 
the morning with the shot breakdown for the day and I’d hand  it out to the heads of 
department. It didn’t always make them laugh, especially at Parc Monceau where I had 54 
shots lined up in two days, which means shooting faster than on a TV movie. We were full-
on all day, but I was lucky to have an amazing crew of people who were willing, motivated, 
passionate and confident about the movie. My DP, Christophe Offenstein, is like a brother 
to me. We have worked together since my first short film. We’re very close. We like the 
same style, which helps with the framing. We each had a camera and it was very organic, 
like being two arms of the same body. That was particularly useful for a scene like the 
search of Alex’s house. We shot it without rehearsal – just blocked the actors and went for 
it because I wanted it to feel disorganized.

For once, we get the real Paris not the postcard version. Was location scouting an 
important phase for you?
Yes. With the production designer, Philippe Chiffre, I chose each location for the story it 
told. It’s no more expensive to find a place that tells a better story than another place. It’s 
very important to me. Parc Monceau, for  example, was an obvious choice because of the 
lines of sight between the gates and the heart of the park, and also because it’s full of 
families and children. Also, the road layout made it easy to shoot the scene with the van 
just outside the park. Also, I like to show different aspects of Paris –suburban housing 
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projects, flea markets, the Beltway, Alex’s rundown neighborhood, and then swanky 
Avenue Montaigne, for the attorney, and Parc Monceau. You sense that he doesn’t quite 
belong there. When he turns up wearing Bruno’s jogging pants, he’s out of place in this 
uptown neighborhood. It’s also very exciting trying to film a location in order to bring to 
life the vision you had when you wrote the script.

Was it hard to find funding for the film?
I can’t say that it was hard, no. First reactions were generally positive because of the 
book, the story’s inherent quality. Also, feedback from my first film was good. For 
example, the TV channel M6, which coproduced My Idol, was very keen to be involved in 
this project. The only problem came in finding a distributor. Despite being a crucial part of 
the industry, some think there are only three actors in France! I  hope that my choices will 
open their eyes and imaginations, so that they understand that audiences will go to see 
other actors. It would be a real tragedy to make films with the same actors every time. 

SELECTED FILMOGRAPHY

DIRECTOR

2006 -  TELL NO ONE
2002 -  MY IDOL
2000 -  J’PEUX PAS DORMIR…. (short)
1998 -  JE TAIM (short)

ACTOR

2008 -  FAREWELL by Christian Carion (in production)
2008 -  UN SIMPLE ESPION by Nicolas Saada
2008 -  LES LIENS DU SANG by Jacques Maillot
2008 -  DARLING by Christine Carriere
2007 -  ENSEMBLE, C’EST TOUT by Claude Berri
2007 -  LA CLEF by Guillaume Nicloux
2006 -  TELL NO ONE by Guillaume Canet
2005 -  UN TICKET POUR L’ESPACE by Eric Lartigau
2004 -  L’ENFER by Denis Tanovic
 JOYEUX NOEL by Christian Carion
2003 -  NARCO by Gilles Lellouche
2002 -  JEUX D’ENFANTS by Yann Samuell
 MY IDOL by Guillaume Canet
 LE FRERE DU GUERRIER by Pierre Jolivet
2000 -  VIDOCQ by Pitof
 LES MORSURES DE L’AUBE by Antoine de Caunes
1999 -  LA FIDELITE by Andrzej Zulawski
 THE BEACH by Danny Boyle
1998 -  JE REGLE MON PAS SUR LE PAS DE MON PERE by Rémy Waterhouse
 EN PLEIN CŒUR by Pierre Jolivet

FRANCOIS CLUZET (Alexandre Beck)

François Cluzet has worked extensively  on stage and screen for major directors, such 
as Alain Françon, Jean-Michel Ribes, Claude Chabrol, Bertrand Tavernier, Bertrand 
Blier, and Claire Denis. He is equally at home in mainstream or arthouse pictures. LÕŽtŽ 
meurtrier  (Jean Becker), Association de malfaiteurs  (Claude Zidi) and Force Majeure  
(Pierre Jolivet) were among his first major successes. In Tell No One, he brings the 
wealth of his experience to the part of Alex.
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In every shot
I like playing flawed characters – it makes them more human – so I  appreciate it when they 
have a lot of screen time. It means you can really build the character. Even if, in this 
instance, Alex is a doctor who becomes a hero out of love, I  always try to grasp every facet 
of the character, even the darker ones, and give him the necessary energy, enthusiasm and 
emotions so that the audience can see where he’s coming from. Nobody is totally one-
dimensional. I also liked the fact that a young director was given the means to succeed. 
The fact that the shoot was planned over fifteen weeks was a sign that the director’s vision 
was going to be very important, that Guillaume wouldn’t be easily satisfied and that he 
knew exactly where he wanted to take the picture. I knew we would have a lot of time and 
that we would be shooting a lot of footage. And as Guillaume wanted to be sure he had all 
he needed in editing – he who can do more can do less – we did indeed shoot a lot of 
footage.

Guillaume Canet, director
I soon got an insight into his dream of making a multi-faceted movie – an entertaining 
thriller that would also reflect his directorial vision. We’ve seen Guillaume the actor, but 
few people know what drives him. He’s a wonderful director, firstly because he offers the 
actors great scope and also because he possesses great vision. He gets things into the 
frame that other directors don’t even see. He’s also a perfectionist – the first on set and 
last to leave – and he gives it everything he’s got. He shows great leadership. He knows 
how to get the best out of his crew and give people confidence in their own ability. It’s an 
important asset for a director to be able to give, not just take.

A love story
Part of the reason that Guillaume chose this story is that, rather than being a thriller about 
drugs, money or power, it is a love story that takes you into the protagonists’ secret 
garden. I think he chose me because he thought I would be more sensitive to that aspect 
than some other actors. He was right. I make films to tell love stories, to love and be 
loved. And I’m not alone. Everything revolves around love. Even though the film constantly 
juggles between action and emotion, with the possibility of Alex being reunited with his 
wife, on set Guillaume, as only the best directors can, was able to grasp the central 
dynamic of the picture. And that dynamic is the actors. Guillaume chose a cast, if not of 
tormented souls, at least of very sensitive actors. When he was directing me, even though 
he’d prepped everything, it was obvious where the film was going. He was divesting 
himself of it so that it became our film and not just the one he had on paper or in his 
mind.

The character
What appealed to me, since this was fiction, was that the guy’s love was completely out of 
the ordinary. It’s impossible to measure love, but let’s say that most humans love at 100 
kilobars, and that for people who are really in love it reaches 260 kilobars, well, this guy 
loves at 1,000 kilobars. He can’t live without the woman he has lost because it’s more than 
a relationship, it’s his whole life, which he built with her and around her. When he loses 
her, it’s like he loses part of himself and could come crashing down at any moment. It’s 
beautiful to realize that because of his love for Margot he is the only one who believes she 
could still be alive. He still has so much love for her that he can explore that possibility. He 
can open his heart up again, even if it hurts.

The ultimate film role?
This film was an added extra. I had projects lined up, but when Guillaume offered me this 
part, I could see in his eyes that it was the  part and I  wanted to bring everything I had to 
the table, using all the experience I  accumulated playing thankless supporting roles. I like 
that because I  believe that actors must show what it is to be perverse, cowardly and 
mediocre and still be likable and entertaining, of course. That’s where things get difficult. 
That was my approach to Alex even though he was very present and a particularly 
gratifying character to play. 
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Preparation
I read the script twice and, as usual, jotted down questions that I talked over with 
Guillaume later. For example, we were on the trail of constant emotion, so that the 
character has a kind of restraint that makes him grow in stature. Alex is a graduate. He 
doesn’t show his feelings and finds it hard to talk about them. It would have been wrong to 
see him breaking down or weeping all the time. Guillaume and I were on the same 
wavelength. Guillaume is very open. He’s one of those people who is able to listen and 
make people listen to him. 

Method
Once we’d talked through the script for three days, I  let it  simmer for a whole month, and 
I began the shoot with my whole curve in my mind. I always work that way. It’s kind of an 
innate logic that comes from my background in theatre. I must be aware of the character’s 
personal development so I can hit the right notes for each scene. Since we weren’t 
shooting chronologically, I had to know where Alex was at in each scene. After a few days, I 
said to Guillaume, “I  have a good sense of how you direct, and the crew and the overall 
atmosphere. It’s up there with the best experiences I’ve had in the business so far. I want 
to really push the envelope, so I need to be instinctive because the character doesn’t stop 
to admire himself. He’s damaged and keeps moving forward. He doesn’t look back. He’s 
the opposite of narcissistic.”

Anti-virtuosity
I wanted to avoid putting on a show. I hate virtuosity. It’s the opposite of acting because 
it’s not how people are, it stops people identifying with the character. You need to have an 
organic, irrational relationship with the character, or that’s what I think, at least. You have 
to let the audience glimpse their own potential, through you. You must never get trapped 
in the caricature of being “one in a million”. On the other hand, the film is a performance. 
Tell No One is very important to me because I had long dreamed of playing a guy who’s 
having a hard time of it. There’s always a tendency to over-act. Personifying a character 
doesn’t mean putting on a display, it means enriching from within. That’s the hard part. 
The rest is easier. The frame gives three-quarters of the character’s presence.

A physical part
That’s why it’s one of my favorite parts. I became a film actor to make action movies, not 
art-house pictures. I was neither a film buff nor an intellectual. I’m a simple kind of guy 
and I  say that without any embarrassment, quite the opposite. Suddenly, this part brought 
back my childhood dream. When I  was at school, I knew I wanted to be an actor and I soon 
realized that I  was good at fake fights and stunts. I  thought that’s what I could expect in 
the movies. Then, drama school made me appreciate the quality of a text and lured me 
toward more sophisticated material. Now, I realize that the script isn’t everything. A very 
slender script can produce a masterpiece, as Buster Keaton showed. He started shooting 
with only part of the script completed. It’s audacious but it works. There is a kind of grace 
in being provocative and daring yourself to take risks.

The chase on the Beltway
When Guillaume said I’d be doing a lot of running, I was overjoyed. I did a lot of training 
but the important thing was to give it everything. The funny thing is that the actor who 
was chasing me couldn’t catch up with me. I was very pleased because that encapsulated 
the scene. Alex can’t be caught because he’s running toward the woman he loves.

Guillaume Canet and actors
Guillaume is very considerate and excessively respectful of actors, which is fine by me, of 
course. My aim is as logical as it is egotistical: I  try to lead directors to believe that there 
is no one else but me for a part. Over time, and with experience and a little confidence, I 
no longer focus exclusively on my part, but on the need to make the best possible picture 
and therefore, with the director, find the ideal way of playing a part. When you read the 
script of Tell No One, you see right away that this guy, who is on screen the whole time, 
could easily turn people off by being too virtuous and that we couldn’t allow that to 
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happen even for a second. On the contrary, he had to become more endearing as well as 
excessively reserved. It is his reserve and emotions that enable the audience to relate to 
him. So, I was in my element and I also felt a hint of competitiveness. I love that. The best 
way to captivate an audience is through a kind of collective inspiration. When you have a 
crew that is right behind the director, a good producer, a good script and good actors, 
everybody reaches for the same goal: to beat their personal best.

The opening scene
Guillaume wanted to capture the feeling of a group of friends in order to emphasize the 
openness of their relationship to each other. He told us not to be afraid of going off at a 
tangent, so we really let it rip. The scene is supposed to be ten years earlier, so I  had my 
hair done differently. I also had a prosthesis in my mouth, which is supposed to make me 
look younger. All it did was hurt me. I took it out and passed it  round the table. Everybody 
started laughing and we had a blast. Nobody felt superior. We were all pulling together.

Two generations of actors
In thirty years, things have changed enormously. Now, being aware of your “scene partner” 
is absolutely vital. 

The final scene
I prepared for  it mentally, like an athlete almost. It was scheduled for quite early in the 
shoot and Guillaume had to bring it forward even more, but that wasn’t a huge problem. I 
knew that it  all came down to being ready when the camera started rolling. At times like 
that, my experience comes in handy. The emotion had to be there quite early in the scene, 
so I made the crew very aware of the concentration level I would need. Playing pain is 
easy. You can do it on the subway, but to make the performance instinctive rather than 
cerebral, I needed a little time. I  started walking round the tree in total silence, with 
everybody waiting for me. I  sensed that I  couldn’t let anybody down. The emotion 
gradually rose within. I  recalled a few painful moments to capture a kind of vulnerability 
and the emotion swelled up in me. I had to feel that pain as hard as I could possibly bear, 
and it had to be ready to burst out and be totally overwhelming. But not before the 
camera started rolling. The really beautiful moment is the first flicker of emotion. 
Otherwise, you can just smack a guy around the head and film him in pain. Then, with 
time slipping by and the sun declining... “Action!”
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THE CAST
COMMENTS BY GUILLAUME CANET

FRANCOIS CLUZET – ALEXANDRE BECK
“There are so many films and moments that come to mind when I  think of François: LÕEnfer 
by Chabrol, of course, and Force Majeure, in which he gives an amazing performance. I 
was always impressed by the precision of his acting. I find him fascinating to watch. And it 
was very important for me that audiences relate easily to him. François is a sensitive guy, 
who can convey so many emotions with just a glance. He’s undemonstrative with 
devastating inner strength. What I like most about him is the way he keeps a lid on his 
emotions. I owe him a lot on this film because he put blind faith in me, and was always 
there and always ready to listen to suggestions from the crew.”

SELECTED FILMOGRAPHY
2008 –  Je Suis Parti de Rien by Xavier Giannoli
2008 –  Paris by Cédric Klapisch
2007 –  Les Liens du Sang by Jacques Maillot
2007 –  La Vérité ou Presque by Sam Karmann
2007 –  Ma Place au Soleil by Eric de Montalier
2006 –  Tell No One by Guillaume Canet  
2005 -  Quatre Etoiles by Christian Vincent  
           La Cloche a sonné by Bruno Herbulot  
2004 - Je suis un assassin by Thomas Vincent  
2003 -  Janis et John by Samuel Benchetrit  
           France Boutique by Tonie Marshall  
2002 -  L'Adversaire by Nicole Garcia  
1998 -  Fin août, début septembre by Olivier Assayas  
1997 -  Rien ne va plus by Claude Chabrol  
1996 -  Enfants de salaud by Tonie Marshall  
1995 -  Les Apprentis by Pierre Salvadori  
1994 -  L'Enfer by Claude Chabrol  
1994 -  Prêt-à-porter by Robert Altman  
1992 -  Sexes Faibles by Serge Meynard  
1989 -  Force Majeure by Pierre Jolivet  
1988 –  A Story of Women by Claude Chabrol  
1987 -  Association de malfaiteurs by Claude Zidi  
1986 –  Around Midnight by Bertrand Tavernier  
1985 -  Rue du départ by Tony Gatlif  
1983 -  L'Eté Meurtrier by Jean Becker  
1980 -  Le Cheval D'Orgueil by Claude Chabrol  

MARIE-JOSEE CROZE – MARGOT LAURENTIN

“I  thought she was wonderful in The Barbarian Invasions and I was looking for someone 
who wasn’t seen as a star! That would have made it too obvious she would come back. I 
wanted audiences to think she may not return. I needed an actress with the charisma to 
win your heart in a couple of minutes, a little like Ali McGraw. Marie-Josée has the looks, 
charisma, mysteriousness... and a slight frailty in her eyes that makes her moving and 
incredibly attractive. She had to make her mark very quickly to get the audience on her 
side.”

SELECTED FILMOGRAPHY
2008 –  Le Nouveau Protocole by Thomas Vincent
2007 –  Deux Jours a Tuer by Jacques Becker
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2007 -  The Diving Bell and The Butterfly by Julian Schnabel
2006 -  Jacquou le Croquant by Laurent Boutonnat 
          Tell No One by Guillaume Canet 
           Munich by Steven Spielberg  
2005 -  La Petite Chartreuse by Jean-Pierre Denis  
2004 -  Ordo by Laurence Ferreira Barbosa  
2004 -  Mensonges et trahisons by Laurent Tirard  
2003 -  Les Invasions barbares by Denys Arcand 
 

ANDRE DUSSOLLIER – JACQUES LAURENTIN

“There was something missing in My Idol. I had wanted to work with André for so long. I 
find him very moving. He’s played a lot of sophisticated characters in his career and I 
wanted to see him raw, playing a tired, broken man. I cast him against type and he put 
himself in my hands. He even agreed to the mustache! He gives an extraordinary 
performance and that’s what gives me a real thrill – taking an actor into uncharted 
territory.”

SELECTED FILMOGRAPHY

2009 -  Micmacs a Tire-Larigot by Jean-Pierre Jeunet (in pre-prodcution)
2008 -  Les Herbes Folles by Alain Resnais (in production)
2008 -  Le Crime est notre Affaire by Pascal Thomas
2008 -  Affaire de Famille by Claus Drexel
2008 -  Cortex by Nicolas Boukhrief
2007 – Private Fears in Public Places by Alain Resnais
2007 - La Masseria delle Allodole by Paolo and Vittorioa Taviani
2006 -  Petites peurs partagées by Alain Resnais  
2006 - Tell No One by Guillaume Canet
2005 -  Lemming by Dominik Moll  
2004 - 36, Quai des Orfèvres by Olivier Marchal  
           Un long dimanche de fiançailles by Jean-Pierre Jeunet  
           Agents Secrets by Fréderic Schoendoerffer  
2003 - Tais-toi by Francis Veber  
           Effroyables Jardins by Jean Becker  
          18 ans après by Coline Serreau  
2001 - Le Fabuleux destin d’Amélie Poulain by Jean-Pierre Jeunet  
           Tanguy by Etienne Chatiliez  
           La Chambre des officiers by Francois Dupeyron  
          Vidocq by Pitof  
2000 - Aïe by Sophie Fillieres  
           Scènes de crimes by Frédéric Schoendoerffer  
1999 -  Les Acteurs by Bertrand Blier  
1998 - Augustin, roi du Kung-fu by Anne Fontaine  
           Les Enfants du Marais by Jean Becker  
1997 - Un air si pur by Yves Angelo  
           Quadrille by Valérie Lemercier  
           On connaît la chanson by Alain Resnais  
1995 - Le Roman d'un jeune homme pauvre by Ettore Scola  
1994 - Aux petits bonheurs by Michel Deville  
           Montparnasse Pondichery by Yves Robert  
           Le Colonel Chabert by Yves Angelo  
1993 - Les Marmottes by Elie Chouraqui  
1991 - Un coeur en hiver by Claude Sautet  
1988 - L'Enfance de l'Art by Francis Girod  
           Mon ami le traître by José Giovanni  
1987 - Fréquence Meurtre by Elisabeth Rappeneau  
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1986 - Mélo by Alain Resnais  
1985 - Trois hommes et un couffin by Coline Serreau  
           Les Enfants by Marguerite Duras  
1984 - L'Amour à mort by Alain Resnais  
1983 - La vie est un roman by Alain Resnais  
1982 - Le Beau Mariage by Eric Rohmer  
1978 - Perceval le Gallois by Eric Rohmer  
1976 - Alice ou la dernière fugue by Claude Chabrol  
1974 - Toute une vie by Claude Lelouch  
          La Gifle by Claude Pinoteau  
1972 - Une belle fille comme moi by François Truffaut  

KRISTIN SCOTT-THOMAS – HELENE PERKINS

“I  wanted Alex’s best friend to be less of a caricature than in the book, in which she was a 
very butch lesbian. Why shouldn’t a female couple be upscale and feminine? I  thought of 
Kristin Scott-Thomas because I  was looking for a non-French woman, who would have a 
different perspective on French culture and customs. Who’d take a step back and see 
things differently.  Also, I  wanted to see Kristin playing a slightly harried, flirtatious 
woman. She’s played so many aloof, conventional women that I  liked the idea of her 
letting her hair down a bit. She was so obviously not the character at first sight that I 
couldn’t resist thrusting her into the part!”

SELECTED FILMOGRAPHY

2008 -  Confessions of a Shopaholic by P.J. Hogan
2008 -  Easy Virtue by Stephan Elliott
2008 -  Largo Winch by Jerome Salle
2008 -  Il y a longtemps que je t’aime by Philippe Claudel
2008 -  The Other Boleyn Girl by Justin Chadwick
2007 -  The Golden Compass by Chris Weitz
2007 -  The Walker by Paul Schrader
2007 -  Mauvaise Pente by Jeanne Labrune
2006 -  Secrets de famille by Niall Johnson  
   Tell No One by Guillaume Canet  
           The Valet by Francis Veber  
2005 - Chromophobia by Martha Fiennes  
           Man To Man by Regis Wargnier  
2004 - Arsène Lupin by Jean-Paul Salomé  
2003 - Petites Coupures by Pascal Bonitzer  
2002 - La Maison sur L'océan by Irwin Winkler  
          Gosford Park by Robert Altman  
1999 - Random Hearts by Sydney Pollack  
1998 - The Horse Whisperer by Robert Redford  
1996 - The English Patient by Anthony Minghella  
           Mission Impossible by Brian De Palma  
1995 - Angels and Insects by Philip Haas  
1995 - Richard 3 by Richard Loncraine  
1994 - Four Weddings and a Funeral by Mike Newell  
1993 - Un été inoubliable by Lucian Pintilie  
1992 - Bitter Moon by Roman Polanski  
1990 - Le Bal du gouverneur by Marie-France Pisier  
1990 - Aux yeux du monde by Eric Rochant  
1989 - Force Majeure by Pierre Jolivet  
1987 -  Agent Trouble by Jean-Pierre Mocky  
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FRANCOIS BERLEAND – ERIC LEVKOWICH

“François was another actor who couldn’t not be in the film but I wanted him to do 
something totally different from My Idol. He loved the role of the slightly obsessive cop, 
who has all my hangups. I  enjoyed developing the offbeat, almost comic side of the 
character, and it was fun getting him to dye his hair and speak slowly for once. I  love 
working with François. He understands everything first time and he’s always on the button, 
which is one of the things I most appreciate in an actor.”

SELECTED FILMOGRAPHY

2009 -  Transporter 3 by Olivier Mégaton
2008 -  Ca$h by Eric Besnard
2007 - The Girl Cut in Half by Claude Chabrol
2006 - Fragile(s) by Martin Valente  
          Ne le dis à personne by Guillaume Canet
          Aurore by Nils Tavernier  
          Le Passager de l'été by Florence Moncorgé-gabin  
2005 - Edy by Stéphan Guérin-tillié  
          L'Ivresse du pouvoir by Claude Chabrol  
          Le Transporteur 2 by Corey Yeun and Louis Leterrier
2004 - Eros Therapie by Danièle Dubroux  
          Les Soeurs fâchées by Alexandra Leclère  
          Tu vas rire mais je te quitte by Philippe Harel  
          Les Choristes by Christophe Barratier  
           Narco by Tristan Aurouet and Gilles Lellouche  
           Une vie à t'attendre by Thierry Klifa  
           Le Convoyeur by Nicolas Boukhrief  
2003 - Une employée modèle by Jacques Otmezguine  
          Je t'aime, je t'adore by Bruno Bontzolakis  
           Filles Uniques by Pierre Jolivet  
2002 - My Idol  by Guillaume Canet  
           Le Transporteur by Louis Leterrier  
         L'Adversaire by Nicole Garcia  
           Le Frère du guerrier by Pierre Jolivet  
2001 - How I Killed my Father by Anne Fontaine  
2000 - Stardom by Denys Arcand  
          Promenons-nous dans les bois by Lionel Delplanque  
          Le Prince du Pacifique by Alain Corneau  
           Une pour toutes by Claude Lelouch  
1999 - Romance by Catherine Breillat  
           En plein coeur by Pierre Jolivet  
           La Débandade by Claude Berri  
           Ma petite entreprise by Pierre Jolivet  
1998 - Le Sourire du clown by Eric Besnard  
          The School of Flesh by Benoît Jacquot  
           Place Vendôme by Nicole Garcia  
           Six-pack by Alain Berbérian  
1997 - La Mort du Chinois by Jean-Louis Benoît  
          Fred by Pierre Jolivet  
          Seventh Heaven by Benoît Jacquot  
          Le Pari by Bernard Campan and Didier Bourdon  
1996 - Capitaine Conan by Bertrand Tavernier  
1995 - Fugueuses by Nadine Trintignant  
          L'Appât by Bertrand Tavernier  
          Un Héros très discret by Jacques Audiard  
1993 - Le Joueur de violon by Charlie Van Damme  
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1990 - Génial, mes parents divorcent by Patrick Braoudé  
           Milou en Mai by Louis Malle  
1987 - Au revoir les enfants by Louis Malle  
1986 - Poker by Catherine Corsini  
          La Femme secrète by Sébastien Grall   
          Le Complexe du kangourou by Pierre Jolivet  
1984 - Marche à l’ombre by Michel Blanc  
1981 - Les Hommes préfèrent les grosses by Jean-Marie Poiré  
1979 - Martin et Léa by Alain Cavalier  

NATHALIE BAYE – ELYSABETH FELDMAN

“I’ve always been a fan of Nathalie and I  was very touched when she sent me a brief note 
after My Idol to say how much she enjoyed it and would like to work with me. When I 
started writing, I immediately pictured her as the attorney – a chillingly beautiful, high-
class executive woman. Her aura also brings a lot to the character.”

SELECTED FILMOGRAPHY

2008 - Cliente by Josiane Balasko
2008 -  Les Bureaux de Dieu by Claire Simon
2008 - Passe-passe by Tonie Marshall
2007 - Michou d’Auber by Thomas Gilou
2006 -  Tell No One by Guillaume Canet  
          Michou d'Auber by Thomas Gilou  
          La Californie by Jacques Fieschi  
2005 - Le Petit Lieutenant by Xavier Beauvois  
2004 - L'un reste, l’autre part by Claude Berri  
2004 - Une vie à t'attendre by Thierry Klifa  
2003 - France Boutique by Tonie Marshall  
          Les Sentiments by Noémie Lvovsky  
          The Flower of Evil by Claude Chabrol  
2001 -  Absolument Fabuleux by Gabriel Aghion  
           Selon Matthieu by Xavier Beauvois  
2000 -  Ca ira mieux demain by Jeanne Labrune  
1999 - An Affair of Love by Frédéric Fonteyne  
          Venus Beauty Institute by Tonie Marshall  
1998 -  Si je t'aime, prends garde à toi by Jeanne Labrune  
1997 -  Paparazzi by Alain Berbérian  
1996 -  Enfants De Salaud by Tonie Marshall  
1991 -  La Voix by Pierre Granier-Deferre  
1990 -  La Baule-les-pins by Diane Kurys  
           Un Week-end sur deux by Nicole Garcia  
1987 -  De guerre lasse by Robert Enrico  
1986 -  Lune de Miel by Patrick Jamain  
1984 -  Notre Histoire by Bertrand Blier  
           Détective by Jean-luc Godard  
           Rive Droite, Rive Gauche by Philippe Labro  
1983 - J'ai épousé une ombre by Robin Davis  
1982 - La Balance by Bob Swaim  
1981 - The Return of Martin Guerre by Daniel Vigne  
           Beau-père by Bertrand Blier  
1980 - Une semaine de vacances by Bertrand Tavernier  
           Sauve qui peut la vie by Jean-Luc Godard  
1978 - Mon premier amour by Elie Chouraqui  
          The Green Room by François Truffaut  
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1977 - La Communion solennelle by René Féret  
1976 - Le Voyage de Noces by Nadine Trintignant  
           Le Plein de Super by Alain Cavalier  
           Mado by Claude Sautet  
1974 -  La Gueule ouverte by Maurice Pialat  
           La Gifle by Claude Pinoteau  
1973 - Day for Night by François Truffaut  
1972 - Brève Rencontre à Paris by Robert Wise  
1972 - Faustine et le bel été by Nina Companeez  

JEAN ROCHEFORT – GILBERT NEUVILLE

“As soon as I had the idea to set part of the action in the world of show jumping, Jean 
became an obvious choice. When I was younger, I  often met him at jumping events. Then 
there is his class, his craziness and his deep-rooted humanism. For the part of Neuville, I 
needed his charisma and charm. On the shoot, he was unbelievably professional. He has so 
much experience. It was unthinkable that he would not be in at least one of my films. 
Meeting him was one of the reasons why I wanted to work in movies.”

SELECTED FILMOGRPAHY

2008 -  Agathe Cléry by Etienne Chatiliez (in production)
2007 -  La Clef by Guillaume Nicloux
2007 - Mr Bean’s Holiday by Steve Bendelack
2006 -  Désaccord parfait by Antoine De Caunes  
  Tell No One by Guillaume Canet
2005 -  Akoibon by Edouard Baer  
        L'Enfer by Danis Tanovic  
2003 -  Le Grand appartement by Pascal Thomas  
2002 -  The Man on a Train  by Patrice Leconte  
         Blanche by Bernie Bonvoisin  
2001 - Lost in la Mancha by Keith Fulton and Louis Pepe  
         The Closet by Francis Veber  
1999 -  Le Vent en emporte autant by Alejandro Agresti  
1997 -  Barracuda by Philippe Haim  
1996 -  Les Grands Ducs by Patrice Leconte  
           Ridicule by Patrice Leconte  
1995 -  Tom est tout seul by Fabien Onteniente  
1994 -  Tombés du ciel by Philippe Lioret  
         Prêt-à-porter by Robert Altman  
1993 -  Cible émouvante by Pierre Salvadori  
          Tango by Patrice Leconte  
1991 - Le Bal des casse-pieds by Yves Robert  
1990 - Le Château de ma mère by Yves Robert  
1990 -  The Hairdresser’s Husband by Patrice Leconte  
1988 - Je suis le seigneur du château by Regis Wargnier  
1987 - Tandem by Patrice Leconte  
1984 - Réveillon chez Bob ! by Denys Granier-Deferre  
1983 - L'Ami de Vincent by Pierre Granier-Deferre  
1982 - Le Grand frère by Francis Girod  
1981 - Un dimanche de flic by Michel Vianey  
1979 - Courage, fuyons by Yves Robert  
           Chère inconnue by Moshe Mizrahi  
1978 - Le Cavaleur by Philippe De Broca  
1977 - Calmos by Bertrand Blier  
          Nous irons tous au paradis by Yves Robert  
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          Le Crabe Tambour by Pierre Schoendoerffer  
1976 - Les Vécés étaient fermés de l’intérieur by Patrice Leconte  
          Un éléphant, ça trompe énormément by Yves Robert  
1975 - Les Innocents aux mains sales by Claude Chabrol  
1974 - Salut l'artiste by Yves Robert  
           Le Fantôme de la liberté by Luis Bunuel  
           Le Retour du Grand Blond by Yves Robert  
           Que la fête commence by Bertrand Tavernier    
1973 - Le Complot by René Gainville  
1973 -  L’Horloger de Saint-Paul by Bertrand Tavernier  
1972 -  L'Héritier by Philippe Labro  
          Le Grand Blond avec une chaussure noire by Yves Robert  
1971 -  Les Malheurs d’Alfred by Pierre Richard
1968 -  Le Diable par la queue by Philippe De Broca  
1967 -  Indomptable Angélique by Bernard Borderie  
1966 -  Angélique et le Roy by Bernard Borderie  
1965 -  Merveilleuse Angélique by Bernard Borderie  
1965 -  Angélique et le Sultan by Bernard Borderie  
1964 -  Angélique Marquise des Anges by Bernard Borderie  
1963 -  La Porteuse de pain by Maurice Cloche  
1962 -  Le Masque de fer by Henri Decoin  
         Symphonie pour un massacre by Jacques Deray  
1960 -  Le Capitaine Fracasse by Pierre Gaspard-Huit
1958 -  Une balle dans le canon by Michel Deville

MARINA HANDS – ANNE BECK

“Marina and I go back a long way – to the French Junior  Showjumping Championships. I was 
very pleased when our paths met again in the world of movies. I thought she was great in 
Zulawski’s Fidelity. There’s something mysterious about her. I  gave her a tricky role 
because she doesn’t seem to add much to the story and blends into the background until 
suddenly we learn her secret, which she had decided to keep to herself for the rest of her 
life. There are people who prefer to keep something under their hat even if it  gnaws away 
at them. Anne is a complex character, but Marina’s performance is very sincere and 
persuasive.”

SELECTED FILMOGRAPHY

2009 -  Le Code a Changé by Danielle Thompson (in production)
2007 -  Le Temps d’un Regard by Ilan Flammer
2007 –  The Diving Bell and the Butterfly by Julian Schnabel
2006 -  Ne le dis à personne by Guillaume Canet
2005 -  Lady Chatterley by Pascale Ferran
2004 -  Les Ames grises by Yves Angelo
2002 –  The Barbarian Invasions by Denys Arcand
1999 -  La Fidélité d’ Andrzej Zulawski

HARLAN COBEN

Harlan Coben was born in 1963 and lives in New Jersey with his wife and four children. 
After majoring in political science at Amherst College, he worked in the travel industry. In 
1995, he decided to devote himself to writing crime novels, introducing readers to his 
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alter-ego Myron Bolitar, a former basketball star and ex-FBI agent who becomes a sports 
agent to defend the interests of rising stars. Ever since, his books have been a huge 
success with both the public and critics. Harlan is the first ever author to have won all 
three major US crime awards, the Edgar Award, Shamus Award and Anthony Award. His 
standalone crime novels Tell No One (ELLE magazine’s Best Crime Novel, 2003), Gone for 
Good, No Second Chance and Just One Look have confirmed him as one of the masters of 
the suspense thriller. He  is the first ever author to have won all three major U.S. literary 
crime awards, (Edgar, Shamus, and Anthony Awards). His crime novels “Tell No One” (ELLE 
magazine’s Best Crime Novel, 2003), “Gone for Good”, “No Second Chance” and “Just One 
Look” have confirmed him as a master of the suspense thriller. “Hold Tight” is his most 
recent novel and a recent  #1 on the New York Times Best Sellers list.

An interview with Harlan Coben

Reading your book, its “cinematic” qualities leap off the page. Did you realize that 
when you were writing it?
No.  I  wanted to tell a story that would be both a thriller and a love story.  I  wanted to 
move you, to make you care, to set it up so that you could not put the book down, no 
mater what else was going on in your life.  

What made you put your faith in Guillaume Canet’s project after your bad experience 
in Hollywood?  
Guillaume called me on the phone, and his enthusiasm and ideas won me over.  He 
understood what TELL NO ONE was about.  I  also enjoyed his directorial debut, MY IDOL.  It 
showed me what he could do with a smaller budget and a smaller story.  I  thought he’d be 
the perfect person to tell TELL NO ONE.  

Was it easy to accept the changes he made to the plot?  
TELL NO ONE is two entities now- my book and Canet’s movie.  They are not the same 
thing, nor should they be.  My book takes place in New York.  The movie takes place in 
Paris.  What surprised and pleased me was that most of the changes Guillaume had to 
make worked so well!  There were several scenes that would not work if you slavishly 
followed the novel.  Canet found unique ways to bring them to life.  The changes truly 
moved me.    

What’s particularly striking about the movie is how much the love story predominates; 
is that what touched you in Guillaume Canet’s vision?  
TELL NO ONE is a thriller, but it is basically the ultimate love story, one that starts when 
our heroes are children, one that cannot be destroyed even by apparent death.  Beck, our 
hero, is a good man who lost his way and is seeking almost impossible redemption.  
Guillaume understood this.   

How much did you know about Guillaume Canet and the cast before TELL NO ONE?
Very little, which was a great shame.  I know much more about them now that I have seen 
some of the past works by legends like Jean Rochfort, Andre Dussolier, Nathalie Baye, 
Francois Cluzet, Francois Berleand and the younger stars like Marie Josee Croze, who 
shows such poise and talent, Marina Hands, and Gilles Lellouche, who is just sensational  as 
Bruno.  And on top of that, the multi-talents of Philippe Lefebvre, who co-wrote the 
screenplay and has to go up against Berleand on the screen.  Plus Guillaume Canet 
himself…it was a wealth of talent.  And I  almost forgot Kristen Scott Thomas. I was already 
familiar with her work.  She is simply wonderful in a role very different for her. I think she 
will surprise her long-time fans!   

Francois Cluzet seems the perfect choice as a “regular guy plunged into an 
extraordinary situation.” Had you seen his work before?  
No, but I  got to watch him filming one day and I  just said to myself, “Perfect.” You are 
exactly right.  What I  loved most about his performance is how understated it is.  It would 
have been easy to go over the top with his grief, but he does so much by doing so little.  
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He is so contained that you feel it more.  When he gets an email from his dead wife and 
starts believing it might really be her, the expression on his face jus shows all the hope and 
devastation.  

Did the actors “fit” the picture you had of the characters?  
Surprisingly they did.  I saw an early screening without English subtitles (unfortunately I  do 
not speak French) so it was hard to judge, but when the lights came up, I couldn’t move 
for several minutes.  I just sat there, stunned.  My world has come to life.  

What was the atmosphere while you were on the set in Paris?  
First off, and I mean this in a good way, Guillaume is wonderfully crazy.  He is non-stop.  
He is total energy.  One day, it was so hot and we were out in the blazing sun at 
Montparnesse train station for hours with ninety extras and everyone was feeling drained, 
but Guillaume single-handedly kept us all happy and focused.  The crew is one big family- 
close and dysfunctional and it  all works.  Alain Attal, the producer, is the ideal cool hand 
you want at the helm.  I had a blast!   

As a writer, is it a special achievement to have your novels adapted for the screen?
It was fun, but it is not really an achievement.  I  write novels. I  want you to read them.  If 
they are made into movies, that’s great.  If not, that’s okay too.  I hope that more people 
will head about TELL NO ONE and not only enjoy the film but will read the book.  And the 
next one.  That’s what interests me.  

As a movie fan, what are your favorite movies or directors? Hitchcock, perhaps? 
He’s a favorite, sure.  I  love Hitchcock.  I am a huge Woody Allen fan as well. I love stories 
that move you, that grab hold of your heart and do not let it go. I think TELL NO ONE does 
that.  
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CAST
FRANCOIS CLUZET ALEXANDRE BECK
MARIE-JOSEE CROZE MARGOT BECK
ANDRE DUSSOLLIER JACQUES LAURENTIN
KRISTIN SCOTT-THOMAS HELENE PERKINS
FRANCOIS BERLEAND ERIC LEVKOWITCH
NATHALIE BAYE ELYSABETH FELDMAN
JEAN ROCHEFORT GILBERT NEUVILLE
MARINA HANDS ANNE BECK
GILLES LELLOUCHE BRUNO 
PHLIPPE LEFEBVRE PHILIPPE MEYNARD
FLORENCE THOMASSIN CHARLOTTE BERTAUD
OLIVIER MARCHAL BERNARD VALENTI
GUILLAUME CANET PHILIPPE NEUVILLE
BRIGITTE CATILLON CAPTAIN BARTHAS
SAMIR GUESMI LIEUTENANT SARAOUI
JEAN-PIERRE LORIT ADJUTANT LAVELLE
JALIL LESPERT YAEL GONZALES
ERIC SAVIN PROSECUTOR
ERIC NAGGAR PIERRE FERRAULT

CREDITS
DIRECTOR  GUILLAUME CANET

WRITTEN BY GUILLAUME CANET AND PHILIPPE LEFEBVRE
 BASED ON THE NOVEL “TELL NO ONE “ BY
 HARLAN COBEN

PRODUCER ALAIN ATTAL
EXECUTIVE PRODUCER LUC BESSON
 PIERRE-ANGE LE POGAM
CINEMATOGRAPHY  CHRISTOPHE OFFENSTEIN
PRODUCTION DESIGN  PHILIPPE CHIFFRE
ORIGINAL MUSIC  - M –
FILM EDITING  HERVE DE LUZE
SOUND  PIERRE GAMET
 JEAN GOUDIER
 GERARD LAMPS
COSTUMES  THIERRY DELETTRE
 JACQUES MAZUEL
KEY MAKE-UP ARTIST THI-THAN-TU N’GUYEN
KEY HAIR STYLIST GERALD PORTENART

Les Productions du TrŽsor Ð EuropaCorp Ð Caneo Films Ð M6 Films
A Music Box Films release.
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