
Lionel Baier, or the young man without gloves

ow to draw up a portrait of Lionel Baier? He’s someone who 

strikes no poses, but strikes out in all directions and who 

never sits still. Always in between... two classes, two shots, two 

films, two planes or trains, three or four countries (Switzerland, 

France, Poland, Portugal). That’s the key word: between. No doubt 

because he always wants to be elsewhere than expected, and 

maybe even than he expects himself.

“I’m a boy with light blond hair and a green jacket,” is the only clue 

he gave over the phone for me to recognize him.

I knew nothing at all about him, except for his first feature film, Stupid Boy (Garçon stu-

pide, 2004), which I had come across by accident when swept along by a crowd drifting in from the 

Marais district [of Paris], where it would soon be swallowed up again. So, to me, Lionel Baier was 

but a voice-over that converses with the film's main character, whom Baier finds more intriguing to 

comprehend than apprehend. 

Waiting for him at a café, I saw no one in any way re-

sembling my idea of a Swiss filmmaker. The one person with 

light blond hair and a green jacket looked more like an over-

aged teenager: a porcelain doll’s pale face, except for the high, 

pronounced cheekbones of a Kalmuk, and the mischievous 

twinkle in his eyes. Yet it was indeed he, and I immediately got the feeling the two of us would get 

along well because we were both good listeners.

First, there is his voice – seemingly objective, all the better to keep his passion or derision 

in check. I would hear it again in his documentaries, when he questions and annoys his father in 

The Pastor’s (Celui au Pasteur – ma vision personnelle des choses, 2000), and likewise in the male 

and female homosexuals of The Parade (our history) (La Parade – notre histoire), and yet again in 

his fiction feature, addressing Loïc, the “stupid boy.”

Then, too, there is his body, or rather his face, briefly cropping up between two shots in 

each of his films. This is no narcissistic quirk: to Baier, appearing in the midst of those he has taken 

onboard his projects is a moral imperative. He has taken us all onboard, and for him to be but the 

missing body of the person shooting the film would be to dissociate himself from all those – be they 

real or fictional – whose truth he seeks to capture, would be to deny his impassioned relationship 

with them. And so he sneaks himself in – here as the pastor’s son, a fragile and almost helpless 

figure overpowered by his real-life father’s strong convictions, meeting his father in order to film 
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As a child, I wanted to be a lum-

berjack and a surgeon. Working 

with films promised to combine 

the two for me: I could spend 

my days in the trees, grasping 

human flesh with my hands. LB, in 

an interview with Mathilde Babel, March 2007
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him as much as filming his father in order to meet him. And there we see him helping prepare the 

Gay Pride Parade that is being clumsily organized in the little town of Sion (Canton of Valais): clear 

out of the blue, he admits to being gay, inspiring a dubious local crusader to call down curses on 

his infamy. Again, at the end of Stupid Boy (Garçon stupide), he shows up as the unassuming donor 

in the corner of a scene, the swirling focal point of his creature’s attention, nonetheless eliciting 

her smile because it is through him that she has learned all she wants to avoid being. No surprise, 

then, to see him in two roles – at once the filming subject and the figure being filmed – in Stealth

(Comme des voleurs): freed of his inbred respect for others, he can make fun of himself as a scape-

goat or as a Polak by descent, thus enabling him to exploit a comic vein far more successfully than 

his compatriot Johann Suter, aka John Sutter, got to exploit the gold on his California homestead.

 Rather than inducing mechanical laughs, this comic mood – this vis comica – elicits 

lively laughter. Far from contradicting the work’s construction, 

it represents a distinct form of distancing from so-called reality, 

which is something that only imagination can interpret by mak-

ing some sense of it, no matter how fleetingly.

Film after film, shows us his hand, and we realize he 

has a number of trumps up his sleeve. Plowing the mother 

earth that made of him what he is today, a particular individual, 

he unearths his differences from others, perhaps in the secret 

hope of changing into something else... How, he asks himself, can one be Swiss? Or, how can one 

have Polish roots? Or, how can one be the son of a pastor? Or then, how can one love men? And, 

finally, perhaps the most crucial question of all: how can one be a filmmaker? The idea is not so 

much to revel in such differences as to outrun them. Already today, he is no longer what he once 

had us believe he was.

To him, then, shooting a film is targeting enslavement by fascinations that once did, or still 

might, tie him down to a certain stance: being captivated by the father figure representing God on 

earth – all-powerful and, only yesterday, totally abhorred The Pastor‘s (Celui au pasteur); fantasiz-

ing over his Polish ancestry Stealth (Comme des voleurs); becoming involved in good causes (The 

Parade/La Parade); or, finally, heightening sexual pleasures into a frenzied orgy (Stupid Boy/Garçon 

stupide).

 One evening – making our knives and forks freeze in midair and leaving us gaping – he 

invited an ogre to join us at table. And a far less charming one it was than the ogress in his Sweet 

enough to eat (Mignon à croquer, 1999)! He had convened our childhood ogre, the very monster 

that – so we threatened our little ones – “will come eat you up if you don’t behave”! To make this 
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LIONEL

I abhor the idea of the natural, 

of the obvious. What makes 

human life interesting to me is 

how it transforms: we tell lies, 

make up stories, twist the truth 

and tamper with nature in our 

surroundings. But I consider tam-

pering with things, wanting to 

change them, more of as a worth-

while human value. LB, 360° magazine, 

November 2006



man the hero of his next fiction film has involved keeping company with several serial killers, child-

devourers, whom he visits regularly at the various prisons where they are serving more-or-less life 

sentences.

Slightly revolted, one of us cried out: “What possible sense can there be to such an investi-

gation into murder country, to the search for both identity and foil, granting that the dark forces 

released by such a confrontation – defying all law and ethics – can be resisted?” To which he coolly 

replied: “I cannot answer that question. And that’s actually why I’m going to do a film on this story. 

Precisely because I do not know.”

“I handle subjects that fascinate me because I don’t know how to contend with them in 

real life,” he explained. “I’m not very talented at everyday living. Not very fearless or bold.”

His tone of voice was factual, not at all sorrowful or regretful. I begged to differ, for is it 

not brave of him to progress as he does, by successive stylistic breaks, following the advice of his 

longstanding master Jean Rouch, In Remembrance (Mon père, c’est un lion – Jean Rouch, pour 

mémoire)? Such breaks are comparable to stampedes that put the hunter off the scent – the hunter 

seen as a taxonomist, killing to satisfy his fearsome eye for classification.

For as long as this hunter hesitates under which heading his films are to be classed – gay, 

Swiss, autobiographical, political, activist, Nouvelle Vague, art house, provocative, general public, 

action, comic, documentary, portrait – Baier will remain where he wants to be, in the film world. So 

he wrote in an article I had asked him to contribute to for the Lettres françaises. Unabashedly, he 

intends to explore the vast field – no fences or hedges, no boundaries or customs – bequeathed to 

him by his chosen and admired masters of yore: Kramer, Rouch, Truffaut, Sirk, Varda and Keaton. 

And to do so freely, following his own narrative pathways. Such a breakaway is all the more beauti-

ful in that shooting a film is no solitary exercise. It is also an adventure to be shared with a technical 

and artistic team, no matter how basic (sound, image and the flesh-and-blood creatures to lend 

them sense) a one. To such a team he imparts the same desire as his own, the same urgent want 

to speak out, the same need to tell a story, the same hands-on pleasure. 

To hear Baier tell it, filmmaking is the simplest thing in the world, requiring solely a 

protagonist to bring across emotions akin to those of the director, a script to pave the way in the 

general direction that the camera – meant to be kept as invisible as possible – is to follow. This con-

cise vademecum is a way of putting the filmmaker’s tools (actor, script, equipment) in their place, 

which is necessarily second. They are the humble servants who serve us at table without drawing 

the slightest attention to themselves.

FILMOGRAPHY

2008   Un autre homme (fiction)

2006   Comme des voleurs (à l'est)
(fiction)

2004   Garçon stupide (fiction)

2003   dans la collection ”Photo-
suisse”: Luc Chessex 
(short film, documentary)               
Jean Mohr (short film, docu-
mentary)

2002   Mon père, c'est un lion      
(Jean Rouch, pour mémoire) 
(short film, documentary)

2001   La Parade (notre histoire) 
(documentary)  

Onoma (4 short films for       
Expo 02)

2000   Celui au pasteur (ma vision 
personnelle des choses) 
(documentary)  

Jour de défilé (short film, 
documentary)          

1999   Mignon à croquer (short film)    
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You do not bring a film to a close, but open it up; you do not spool it onto the reel (which 

would imply a circular movement) but progress along with it: at any given moment, one of its 

parameters is likely to change... For instance, his auditioning of Pierre Chatagny in the chocolate 

factory in Bulle prompted Baier to drag out from the drawer a vaguely outlined and later abandoned 

fiction piece, which would become Stupid Boy (Garçon stupide). He is not one to back down from 

this sort of break in style, which practically imposes itself on him (cf. the last part of Stupid Boy). 

Nothing is ever definitive: close-quarters shooting, ultra-light equipment, a pared down team—all 

provide leeway for thinking things back over, changing course, trying out something new, alter-

ing the film’s construction. Happenstance is a welcome partner that may, at any given moment, 

become an artistic necessity. Nosing about insatiably, he loves the perpetual movement that shifts 

the lines of his emerging projects. He has but one fear, and that is of being harnessed with any 

moral or aesthetic restrictions.

I have jotted down a few lines, sketched a rough outline, gone back over my scribblings in 

an effort to lend them a human face, his face. In doing so, I wonder: these lines that I have drawn 

in words, might they not be made of the same material as the bars of a cage – as if, more or less 

consciously, I were seeking to imprison this weird bird? That would be heartbreaking, for he would 

no longer sing. Let me erase what I’ve written and give him back his freedom.

Claude Schopp, December 2006
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rançois and his companion Christine have settled in the thickly wooded and secluded region 

of the Vallée de Joux.

Although he is not a journalist, François contributes to a small local weekly, describing the life of the 

region’s inhabitants and the films shown at the valley’s only movie theatre. Since he is no film critic, 

he doesn’t know what to make of the films he’s supposed to write up. So he ends up copying word 

for word the reviews in “Travelling”, a highly specialized review published in Paris and devoted to 

the seventh art.

Very quickly, the cinema becomes his passion, and he sets off for Lausanne to view the press screen-

ings organized for the Lake of Geneva area critics. Here he meets Rosa, a critic for “L’Epoque”, a 

benchmark-setting daily.

A kinky relationship develops between the two of them, leading François to discover the inner 

workings of desire: desire of a woman and of a critic. Until the day his cheating is discovered...

Another Man is a social satire of our insatiable need to please and pretend.

ANOTHER MAN

2008 35 mm b/w 90' 

I remember seeing Truffaut’s The 

Mississippi Mermaid one evening 

in the summer of ’88. I was twelve 

years old. And that night, my par-

ents’ old Phillips TV set really suit-

ed my yearnings. It was all there: 

a double life, masquerade, enigma, 

car, snow, violence and, above all, 

the bodies of Catherine Deneuve 

and Jean-Paul Belmondo. The tense 

virility of a Belmondo shot to con-

vey boyish bashfulness, together 

with the upright self-assuredness 

of a woman. All of which seemed to 

meet my own budding desire.

That desire is what led me to 

direct Robin Harsch and Natacha 

Koutchoumov in Another Man. 

Then came the snow, the car, the 

fraud, the double life, the sex and 

the violence. Implicitly, my instruc-

tions to my whole little team was 

to disregard my script and put their 

heart and soul into acting out every 

second of it. Lacking any money, 

we staked our bets on our desire 

and energy. I have tried to express 

in images the turmoil that, experi-

enced at age 12, put an end to my 

childhood for good. Lionel Baier

Editing: Pauline Gaillard
Music: Karol Szymanowski 
Cast: Robin Harsch, Natacha 
Koutchoumov, Elodie Weber, 
Georges-Henri Dépraz, Brigitte Jordan, 
Olivier Csiky Trnka, Kaveh Bakhtiari, 

Script: Lionel Baier
Cinematographer: Lionel Baier
Sound: Thibault de Chateauvieux, 
Kaveh Bakhtiari, Joëlle Bacchetta, 
Laurent Gabiot

Jean-Stéphane Bron, Ursula Meier, 
Bulle Ogier
Production: Saga Production, 
Robert Boner, Lausanne
Coproduction: Télévision Suisse 

Romande, Genève; SRG SSR idée suisse
World Rights: Saga Production, 
Robert Boner, Lausanne
Original Version: french
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couple crosses the border from Switzerland over into Germany, disappearing into the night 

at the wheel of a “borrowed” car. Lucie and Lionel are sister and brother, the children of a 

Canton Vaud pastor; possibly, they are of direct Polish descent. That remains to be seen. What we 

do see is a car chase in Slovakia, closed-down factories in Silesia, a stolen car, a paper wedding, a 

student from Cracow, fake passports, real problems, the road to Warsaw – an action-packed story. 

Plus a horse that drowns night after night, somewhere in Poland.

STEALTH

2006 35 mm colour 104’

“With marvelous insouciance, the 

young director of Stupid Boy totally 

muddles our terms of reference in 

this, his latest film, which is akin to 

a highly entertaining game of liar’s 

poker...

Refusing to concoct an autofiction, 

Baier lightheartedly resorts to such 

nevertheless heavy devices as 

biography, rites of passage, gender 

differences and the ancestor syn-

drome. [...]

Excellently accompanied by Ravel 

and Cendrars, it is turn-by-turn 

derision, sincerity and tenderness 

that drive this one-of-a-kind road 

movie... In a word, one of the best 

Swiss films of the year.”

Vincent Adatte, L’Express, 17 November 2006

“Stealth boasts a very personal 

rhythm and language, taking liber-

ties in the same manifesto spirit 

as A bout de souffle [...] In Stealth, 

Koutchoumov is prodigious, vibrant, 

impassioned, stubborn and manipu-

lative; as such, she gives a disturb-

ingly real-life image of the bond 

between brother and sister.” Antoine 

Duplan, L’Hebdo, 9 November 2006

“Like the first films produced by 

certain directors in the sixties—

Godard, Truffaut, Soutter, Forman, 

Chytilova and Polanski come to 

mind—this film is endowed with 

poetic and lyrical energy of the 

finest sort.” Freddy Landry, Courrier Neu-

châtelois, 15 November 2006

Editing: Christine Hoffet
Music: Maurice Ravel 
Cast: Natacha Koutchoumov, Alicja 
Bachleda-Curus, Stéphane Rentznik, 
Luc Andrié, Anne-Lise Tobaggi, Michal 

Script: Lionel Baier with the collabo-
ration of Marina de Van
Cinematographer: Séverine Barde
Sound: Benedetto Garro, Raphael 
Sohier

Rudnicki, Bernabé Rico, Cynthia 
Schmassmann, Lionel Baier
Production: Saga Production Sàrl, 
Lausanne; Ciné Manufacture SA, 
Paris; Télévision Suisse Romande (TSR), 
Genève 

World Rights: Saga Production Sàrl, 
Lausanne 
Original Version: french, polish
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etween working the day shift at a chocolate factory and cruising for lovers at night, Loïc’s life 

follows an unvarying pattern.

However, he intends to do something exceptional one day, something “new.” Not that he knows 

exactly what, but already he’s been scrimping on food and shriveling his appetite with the help of 

stomach pills.

Then there’s Marie as well. They’ve been friends since childhood, so it’s at her place that he ends 

up sleeping once he’s finished prowling the Internet and then the city streets. She’s someone he 

might be in love with, “even if we’re only friends”—but for now she’s fed up with acting as mother, 

big sister and nurse to him. This has prompted Loïc to consider her as a “hooker.” But everything is 

about to change, because Loïc is going to make some acquaintances: the strange guy at McDonald’s 

first, and then above all Rui, a soccer player on the local team.

Yes, change lies ahead, because Marie will oblige him to set his sights a little higher. After all, Loïc 

is no stupid boy...

“’I’ve been inventing stories for myself ever since I was little. In my mind, I’ve already played a whole lot of roles.’ That 

was the only experience Pierre Chatagny could claim when Lionel Baier decided to hire him. Then why act in movies? 

‘One day, when I got back from the Cailler factory, I decided I had to radically change my life. I smelled of chocolate and 

was really fed up! I thought it wouldn’t be bad to be an actor.’ That said, starting off playing the role of Loïc was any-

thing but easy. ‘Lionel had warned me that the role was more of a curse than a blessing. And it’s a fact, I never thought 

I’d play the part of a homosexual.’” Pierre Chatagny, acteur (in an interview with Stéphane Gobbo, La Liberté, (March 2004)

STUPID BOY

2004 35 mm colour 94’

“The good news is that La Sala-

mandre has had a child and it’s a 

boy, who goes by the name Loïc. 

Although he is much younger (21) 

than the number of years separat-

ing him from uncompromising Swiss 

film director Alain Tanner’s film of 

1971, the two could be contempo-

raries. Not that this implies continu-

ity from one Swiss generation to 

the next, between the “young” film 

director Lionel Baier and the “old” 

Alain Tanner. Fitting into somebody 

else’s shoes or any other sort of 

filiation is hardly up Baier’s alley. 

The fact is, though, that in the mid-

dle of Stupid Boy there is mention 

of La Salamandre (seen on TV) and 

that, in many ways, Loïc – like Rose-

monde (the character Bulle Ogier 

plays in Tanner’s film) – is a rebel 

without a cause, an anarchist with-

out knowing it. Or at least not yet, 

since Stupid Boy is the tale of his 

emancipation [...] Loïc is Rousseau’s 

Emile as a pederast (well played by 

Pierre Chatagny): the film director 

scrutinizes his “stupidity,” much as 

Loïc himself, standing on his tippy 

toes and totally starstruck, spies 

on his close relations or the soccer 

player with whom he is currently 

infatuated. Similarly, in one of the 

film’s more beautiful moments, we 

spy on Loïc as he looks up the word 

“impressionism” in the diction-

ary. The definition he finds there 

couldn’t be more fitting as a user 

manual for the film: “To depict the 

fleeting impressions and delicate 

nuances of feeling.” Gérard Lefort, 

Libération, 19 January 2005

“[...] Above all, Baier knows how 

to create an incredibly intimate 

atmosphere that allows viewers to 

cast themselves, invent themselves, 

or categorize themselves in relation 

to, against or in agreement with, his 

screen character. The intelligence of 

such a vision is so rare as to make it 

infinitely precious.” Grégory Alexandre, 

Ciné-Live, January 2005

Editing: Christine Hoffet 
Music: Sergueï Rachmaninov
Cast: Pierre Chatagny, Natacha 
Koutchoumov, Rui Pedro Alves 

Script: Lionel Baier, Laurent Guido
Cinematographer: Séverine Barde, 
Lionel Baier
Sound: Robin Harsch

Production: Saga Production, Sàrl, 
Lausanne
Coproduction: Ciné Manufacture SA, 
Paris; Télévision Suisse Romande 
(TSR), Genève  

World Rights: Saga Production, Sàrl, 
Lausanne
Original Version: french
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ccurring summer after summer, the Gay Pride march has become a must in Paris and Berlin. 

Not so in Sion (Switzerland), in the very heart of the Catholic canton of Valais and its tower-

ing mountains. Here, in July 2001, Marianne Bruchez courageously led a group of six girls and one 

boy to organize the first homosexual parade ever to be held in that little town. Courage is indeed 

what it took to avoid giving up the ship when the municipal authorities refused to grant the event 

advance approval, when the local fundamentalists slandered them in a dubiously humoristic page 

(“The Queers Hit Sion – Devil’s Temptation”) published in the local newspaper, and when infighting 

began in the homosexual community itself over whether the Valais organizers were thinking too 

small. A young woman in her thirties, Ms. Bruchez suddenly found herself splashed across the front 

pages of the whole Swiss press. She knew nothing of the gay activist agenda, but became burdened 

overnight with representing it for the media. It is the adventure of this struggle that The Parade

(our history) unfolds.

The director saw to it that the film captured the strange spring of 2001 when, in Geneva, 

the first civil partnership agreement was voted in, recognizing the legitimacy of same-sex couples 

while, less than 200 kilometers away in the same country, the Bishop of Sion was condemning homo-

sexuals to the fires of hell. Threading its way through these events is the path traced by Marianne 

Bruchez, who decided to raise her fist in defiance, “even if this is neither the time nor the place.”

Beyond the issue of homosexuality, just how far are we prepared to go in accepting differences, 

beginning with our own...

THE PARADE (OUR HISTORY) 

2001 35 mm colour 81’

“[...] Another of the Festival’s great 

moments is a Swiss documentary, 

The Parade (2000–2001), by Lionel 

Baier. For a period of several months, 

the camera follows a small homo-

sexual community as it strives to 

set up a Gay Pride march in a Valais 

village. From the preparations to 

the actual parade, the film sets the 

record straight on such issues as 

underground homophobia, the faint-

heartedness of the politicians but 

also of the homosexuals who refuse 

to testify with bared faces. An even 

greater level of interest is attained 

when the director himself becomes 

involved to the point of doubting his 

own word; he returns to re-interview 

the author of the slanderous news-

paper article – whom he feels he did 

not question well enough – and ends 

up in his own film. His investigation 

thus goes beyond any local quarrel 

or sexual issue: courage is the point 

here, the courage to act and speak 

out. In the last shots, the director 

asserts: “I’m proud, not of being gay 

but of having met good people, of 

having been there as a witness of 

what has already become our story... 

Philippe Piazzo, Aden, February 2003

“[...] At a time when the television 

channels are swamped with no-

comment dramatic reconstructions, 

the docu-soaps that frenetically 

milk real life to the hilt, Lionel Baier 

speaks out in the first person, oblig-

ing himself to ‘show his mug on 

screen’ as he himself puts it. The 

result of such engagement is a highly 

political film, where the totally un-

narcissistic ‘I’ gets involved in ‘our 

story’—not only the story of homo-

sexuals but, beyond that, of an entire 

society forced to experience its 

many differences.”Jacques Mühlethaler,

TéléTemps, 6–12 July 2002

Sound: Lionel Baier, Sylvie Cachin,
 Laurent Guido
Editing: Christine Hoffet 

Script: Lionel Baier, Laurent Guido
Cinematographer: Lionel Baier, Sylvie 
Cachin, Laurent Guido

Music: Camille Saint-Saëns
Production: Ciné Manufacture, 
Lausanne
Coproduction: Télévision Suisse 
Romande (TSR), Genève

World Rights: Ciné Manufacture, 
Lausanne
Original Version: french 
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he Pastor's is a film done in the first person, in which the son casts a both tender and cruel 

gaze on his father, a minister in the canton of Vaud at the end of the 20th century. For over a 

year and a half, Lionel Baier buried himself in his childhood world of parish events, catechist camps 

and church on Sundays. With a small digital camera in one hand and a directional mike in the other, 

the film director followed his father around during his professional duties, seeking to discover what 

keeps this man going – a man whom he so feared as a child, scorned as a teenager and, to this day, 

knows so little about. The reformation of the Protestant Church of Vaud serves to trigger a number 

of reflections, even criticisms, addressed by the son to his father. Quite rapidly, questions linked 

to Hugo Baier’s profession insinuate themselves into his private sphere, leading the discussion to 

branch out in various directions, like the forest that is the setting for their conversation. Baier tries 

to see behind the stiffly unapproachable man of the Church, searching for the father figure that 

escaped him as a child. The Pastor's also sheds light on the path followed by a right-wing figure for 

whom the Church represented a rampart against Communism, and who meets with financial ruin 

at the end of his career.

“The pastor is a boss; that’s fascist, but I don’t give a damn. I don’t believe in co-management and all that stuff. I believe 

that at some time, somebody’s got to make the decisions.” (Hugo Baier in The Pastor's)

THE PASTOR’S

2000 Beta SP colour 64’

“What a courageous wager the Vau-

dois film director Lionel Baier has 

made: a feature-length documentary 

depicting a large slice of his private 

life. The enterprise involves a fair 

share of dangers, including that of 

seeking to settle family scores after 

years of being scared stiff, of seeing 

things from an unappealingly voyeur-

istic angle, or of accomplishing a mere 

caricature of the religious function. 

The Pastor's avoids all these pitfalls. 

In the first place, following your father 

around with a handheld camera after 

eight years of being out of touch with 

him is an act of courage in itself. Even 

more so if the father in question is 

an imposing and authoritarian figure, 

and a minister to boot. This lends the 

film a double dimension: a depiction 

of father-son relations and a portrait 

of someone whose profession is 

religion.” Grégoire Nappey, La presse Riviera/ 

Chablais, 2000 

“The Pastor’s is a first-person account 

of a father-and-son reunion eight 

years after the young man had flown 

the coop to escape a father he saw 

as fascist and inflexible. In a give-and-

take question session of over an hour 

with the stranger his father repre-

sents to him, Lionel Baier manages to 

capture the solitude and fear of a man 

he himself once feared. The genera-

tion gap, the doubts and despairs of 

a parish mission, a family photo—all 

in all a great little film indeed.” Thierry

Jobin, Tempo – Le Temps, 14–20 September 2000

“[...] The result is amazing. It is not 

simply the story of a stormy relation-

ship between father and son, but a 

universal story, the story of all fathers 

with all sons. Nor is it only a minister 

father, but a Protestant man whose 

faith is shaken by his Church’s ref-

ormation. Lionel discovers that his 

father is someone subject to doubts 

and questions, and who dreads the 

future. A beautiful film.” Construire n° 52, 

December 2001

Sound: Lionel Baier, Frederico Brinca, 
Laurent Guido
Editing: Christine Hoffet
Music: Francis Poulenc

Script: Lionel Baier, Laurent Guido
Cinematographer: Lionel Baier, 
Frederico Brinca, Laurent Guido

Production: Ciné Manufacture, 
Lausanne
Coproduction: Les Productions JMH, 
Neuchâtel; Télévision Suisse 
Romande (TSR), Genève 

World Rights: Ciné Manufacture, 
Lausanne
Original Version: french 
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he Museum of Man in Paris is on the verge of being dis-

mantled. The event is a bit like the upcoming disappear-

ance of a family home whose very existence has almost flown 

from our minds. Here we tour the premises with Jean Rouch, 

that old lion of a man. We tour the premises for what is, pos-

sibly, the last time...

Direction: Lionel Baier, Dominique 
de Rivaz 
Script: Lionel Baier
Cinematographer: Dominique de Rivaz, 
Lionel Baier
Sound: Dominique de Rivaz, 
Lionel Baier

Editing: Christine Hoffet 
Production: Ciné Manufacture, 
Lausanne
World Rights: Ciné Manufacture, 
Lausanne
Original Version: french

Script: Lionel Baier
Cinematographer: Thomas Hardmeier
Sound: : Gilles Abravanel
Editing: Christine Hoffet 
Music: Camille Saint-Saëns
Cast: Sylvia Rotondo, Julien Beck, 
Diana Rodrigues, Rachel Noël and the 
class of Fanny Gemmet (Rolle)

Production: Ciné Manufacture, 
Lausanne
World Rights: Ciné Manufacture, 
Lausanne
Original Version: french 

very morning, the teacher Laura B. watches the school-

yard goings on: the mothers drive their warmly bundled 

children to the front of the schoolhouse, where each proceeds 

to give her son or daughter a little bag of sweets for the morning 

recess. As for Laura, she finds solace and motivation by hiding in 

a bathroom cubicle to gobble up stupendous amounts of food. 

This morning, all her attention is focused on the napoleon that 

the quite appetizing little blond boy Loïc has brought to class as 

his 10 o’clock snack. To attain her goal, Laura will do anything. 

Even the unthinkable...

SWISS FILMSS H O R T  F I L M S  /  B A I E R

JEAN ROUCH, IN REMEMBRANCE 

TO EAT
1999 35 mm colour 11’

2002 Beta SP   colour

T

E

8’

SWEET ENOUGH 

Mon père, c'est un lion (Jean Rouch, 
pour mémoire

Mignon à croquer
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