


Lefebvre/s 
Pellucid 
什 is↑ory

Lesson 

Les maudits sauvages (1971) opens with a freeze fram e fr o l11 (I w 
penultima te scene in the film - a shot that shows us a young l11 a 11 i 11 11 

tavern h"o lding a young woman's head , while savage drums bt: ll l 
wildly on the sound-track. Startling as a n opening, it is not i l11 11l1.:d i 
a tely intellig ible. We ha ve to have seen the whole film to be a b li.: 111 

sit uate this particular momen t. So it is frequenHy with the fi lrn s 01 
Jean Pierre Lefebvre. So it is too that to see a ll his films a id s us Cl1 0 1 

mous ly in understa nding individua l achievernents. We have [ 0 1<.: ; 111 1 

his la nguage. 

lf La chambre blanche dealt with the fo rmation oft he co uplc , a ~ iI 
apart from history, Les maudits sauvages presents us with the h is l (1 1 V 
of o ur country , a history that is rea l but which has been dc ni L'd 
After the opening shot, we have a titl e, like all the titl es in this lï lll l. 
shot in bl ood red and royal purple: "No o ne is responsible be fo rc l1 i ~ 
tory. We are a ll . . . "Thus the title breaks off and asks for CO l11 plCI io !\ . 
a comp let ion that takes place later in the filrn. 

The filrn proper begins with a shot of Tékacouita , the yO ll l1 g 
worna n, the back of her head towards the camera , walking towa rtb 11 

rive r. As she turns her face left , she is joined in the frame by Zoro 吨 Ilw
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1I 1 1l '~ d ~ ptll" l U re (top), and return (bottom), in Les maudirs sau vages 
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Moving in on Tékacouila in Les !11audils sauI'ages 
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I'oun g man , who presents her with an amulet which he ti es a round her 
!1(:c k. While this sequence has already been given a Iyrica 1 u plift by the 
ViVJ IcI i fI ute concerto that we hear on the sound-track, it is rendered 
:vcn more Iyrical and mysterious by the fact that he speaks to her in 
、 「ω - a language that we cannot understand .1 

八 ftcr he has spoken to her, they turn slowly in a circle, forehead to 
I'orchca cl , eye to eye , in a way that very much implies the sa me kind of 
I'ull acce ptance that characterized the end of La chambre b/anche. 
rhcn, as they continue to turn in circles in th巳ir sad little dance , 
Lcfcbvre comes in and tells us what Zoro has been sayi ng 

Tékaco uita , my friend of the rivers , sun , and wind; Tékacouita , 
hca rt of my heart who will soon become flesh of my flesh ; Téka­
co uita, for the last time I have to leave you. But afte r 1 have 
kill ed thecariboo , I‘ 11 co me back to you. You will be my wife and 
1 will be your husba nd . And our children will be fl esh of our 
f1 es h and heart of ou r hearts and friends of the rivers , sun , and 
wind 

fl ib li ca l in it s cadences , liturgica l in theeffect itcan have upon us, this 
pcning s peech 巳mbodies what 1 want to call the religious sensibility 

(hll l cha racterizes the lndian vo ice throughout this film , chiefly 
i hro ugh the monologues spoken by Tékacouita. But after this pro­
loguc, the opening titl e a ppears followed by an additional title: "!'eau 
/" ν ie el de morl" 一 the wa ter of life and death. This meta phor is 

I)l () rc fa r-reaching than the specific referénces to the river or to 
ll co ho l. It suggests as well (as in La chambre b/anche) the path s that 
wc must choose in life, towards affirmation or denia l. The film is also 
Icsc ribccl in it s opening title as "almost a historical film" a nd it is pre­
~ i s l:i y cla ted - 1670-1970. It is one of the magnificent achievements of 
lhi !< pa rti cular film that it so easi ly intermixes both periods of time. 

ftcr the titles , we cut to the first ofTékacouita's so liloquies. ln the 
叫lI rse of the film , there are five so liloquies . Each one is delive red , 

icc-over, against a black-and-white still of her riding a horse. This 
(i 11 both suggests the movement that is denied her and a sense of ar-

1 cs lcd fligh t. Furthermore , each time a soliloquy occurs , we move in 
' )08(; 1' to the picture as if to trap her so that the last soliloquy shows 

11 1,; 1' bocly in mid close-up , as if denying her her horse . 
Th cs巳 moments in the film are ex traordinarily powerfu l. They 

‘ rcotc the values that the Indians believed in and which the white 

1. . Whilc hislorically Tékacouila was an lroquois, Lefebvre used Cree for lhis film 
1)O lh 10 uni versálize lhe silualion and 10 avoid the stereolype of Indian speech 
lh ll l lhe nasa l lO nes of Iroquois might have conveyed 
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men , whether French or English, in the interests of commerce, havc 
systematically destroyed. 

At least the first soli loquy must be given in full : 
Formerly , this land belonged to no one. Then it became ours. 

It has been the land of our tribes and our gods. ln order to sub­
sist and clothe ourse lves , we killed animals and plants 

Then the white man ca me. And they killed an equal number 
of animals but to make themselves rich. Then came other white 
men. And they killed the first white men just to prove they were 
the stronger. And that is why, nowadays li ke fo rmerly, th is land 
belongs to no one.2 

After thi s soliloquy, we see the trader, Thomas Hébert (Pi en 仁
Dufres ne),3 coming out of the wood s and leading his ho rses lad cn 
with supplies past the river where the Indian couple a re still slow ly 
turning. He is on his way to a n India n ca mp to offer them fire-wa tcr 
a nd other gifts. The gifts incl ude a present-day carton of cigarettes 
white-ma n's peace pipe, as he calls them - plus a transisto r radio t hal 
brings , as he aga in expla ins, "voices of gods from heave n a nd hcll. " 

T his sequence is a splendid exa mple of how Jean Pierre Lefebvrc 
can ma ke his minimalist techniques work for him. The enti re sc­
quence is shot without a cut a nd it is mostly in long-sho t. Fo r sensi bi 1-
ities co nditioned by the edito ri a l excitements of telev ision co mmcr­
cia ls, this kind of effect might initially seem boring. The "acti on" th a I 
we must tra in ourselves to observe ex ists not in obvious cinemat ic cx­
citements but in the details of huma n ges ture that are exc ha nged bc­
tween the characters. We must constantly scan the image as we wo uld 
a pa inting to discover (a nd be moved by) what is going on 

As the Indians smoke their modern ciga rettes, they brea k out into 
la ughter - something that 1 will desc ribe as the laughter of incom­
prehension. Just as we , the a udience, at this point in the film , ca nn ot 
co mprehend how this seventeenth-centu ry trader can be bringing his 
Ind ia ns gifts from our own century, so the Indians cann ot (a nd did 
not) co mprehend what was being done to them at that time. T his in ­
co mprehension is important as it is reca pitula ted by the fina l scenc 0 1' 
the film . 

2. As clsewhere in lhis sludy‘ lhe lranslalions from the Frcnch are very free auaplò1 -

Iionsof lhe orIBInal Especlally for thc pOEIlc wtlungsof JEan PIErI E LcfcbvI c. 
here as in A I'oir 1 6 0川 军 1 fell 1 mUS l 叫eCl l h e rhyth mically i n se ns川e English 01 
lhe SUb-l illes 

3. Likc lhe fi lm ilse lf, lhe name Thomas Hébert may be "a lmOSl hislorica l. " Man:cI 
Rioux has sl1ggested thal Louis Hébcrt is virtually lhe father of the Ql1 é bécoi ，、
See Le.l' Québé('o叫 by Marcel Rioux. (Monl ré叭
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1 n their gratitude for a ll his gifts, the lndians give Hébert the 
bl.l li utifu l Tékaco uita. He promises her lots of jewels a nd other pos­
n!.)~s i o n s as he fo rces a ring upon her finger; but not only can she not 
I1 ndcrsta nd his French , as an India n she a lso cannot understa nd the 
川 u c of possessions. 
γhc ir journey back to town is also a journey towa rds the prese nt 

111 n scries of long-shots, we see them enter and leave the fra me, 
l/1uinst a ll the rules of conventional na rrative editing. (Cut on action, 
.111 lhc Hollywood tex t-boo ks say. ) As they continue their j ourney 
hυ I h I owa rd s the present a nd the city, first some pylons a ppear in the 
11 :l I I1 C 、 lhey then pass some o ld fa rm houses , and fina lly we see a traf­
Ik ~ i g n pointing away from the direction in which they a re go ing. As 
Il l ll c cnd of Le révolutionnaire, this little gag suggests that they are 
jjoi ng lh巳 wrong way. 

l'h roughout the entire action of the film , Tékacouita has no voice. 
。n l y in her frozen monologues is she a llowed to speak. Prese nt-d ay 

) l1 lrca l co ntains nothing but ho rro rs for her, whether it is her 
1I 0 ll1c a t being presented to Mada me Hébert or her terror when con­

Il tl l1 lCd by a n encyclopedia sa lesma n who immediately tries to ra pe 
II ~' I' ， I3Cl ween thes巳 two scenes , however , we have her seco nd so lilo­
quy, in which she cries out thegrief that, in thi s de-naturali zed wo rld , 
hc has no active vo ice 

[ :.1 111 part of 111y people but my people are apart from me. And 
my country is fl ooded with lakes and rivers because I have shed 
so many tears 

I:qu:il ly central to thi s film is l'Abbé Frélaté , Lefebvre's po rtra it of 
lll' 11IÍ ss iona ri es who played their own part in the coloniza tion of thi s 
Hll1 lry. As his na me imp lies in F rench , he is a ma n who has imper­

I (叫 ‘ l l y understood th巳 ro l e that he has been asked to play in the 
‘I ~' 1I 1 iO Il of thi s new world .4 He see ms a n immensely self-pitying ma n, 
IllllUing fo r ma rtyrdom . In fact , he seems to long ford eath in o rder to 

'II [>C t h巳 pa in endemic to hi s pa rt in the colon ization process. He 
1II 1ISl co nvert "these poo r savages" to a religion less ho ly, less 

li o ll.lsome tha n his own. 
[10th Ma rie, his housekeeper, and Madame Hébert recognize hi s 

,'111< IlCSscs. Disgusted with her husba nd a nd dis illu sioned by the ro le 
Ilc hns bce n given to play in this new country, Mada me Hébert 

111 " I c n c h 、 lh e \V ord _fi-eloré is l1sed to refer to an alcohol thal has bee n imperfcclly 
tI川 illcd . By 巳x t e ns l O Il ， 川 lh e film this wo rd might im ply, not lhat the church was 
WI ung ;11 what it was doing bl1 t thal il had im perfectly l1 nderstood the implica­
I[U I1S ()f whal it was doing 
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Longing fo r martyrdom in Les l11audilS sauνages 

decid es to return to Fra nce. "1 think we were wrong to co lo ni ze thi s 
country," she explains a t o ne m o ment to l'Abbé Frelaté. "But thcrc 
must be a beginning of eve rything," he ra tionalizes. " But a lso an 
end ," she declares . She recogni zes the mistakes and the ravages tha I 
a re pa rt of the colonizatio n process . 

If thi s film is one of the m ost se ri ous tha t L巳febvre has ever mad c 
in pa rts it is a lso very funny. ]t possesses that sense of a bsurdity tha l 
cha racterized both Le révo/utionnaire and 刀 ne f aul pas m ourir pour 
ça. T his is pa rtly the result of the two time spans that this film se ts o ut 
to fuse . Absurdly primitive medica l treatment is set within th c 
mod ern d ecor of the M ontrea l General Hospital ; whil e during a n 
ea rlie r moment in the film , we see Thomas Hébert wa lking a lo ng a 
sho p-glittered street and enterin g a res taurant to get a cup of coffcc . 
1 n the resta urant , he wa tches a te levis io n inte r飞l i ew betwee n the h o日 l
o f the programme (played by Lefebvre) a nd Jean Ta lo n (played b 
M a rce l Sa bo urin) , on巳 o f the ea rly governors of La Nou ve /le Franc('. 
T his is a m agnificently comic sequence because , as host o f thc 
progra mme , L巳f巳bvre is as king the m ost elabo ra tely deta il cd 
q ues ti o ns about the econo mic rea lities of the colony to which Ta lon , 

his eyes ro lling a bout as if in tota l incomprehensio n , res po nds wi t h 
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J ItlppCJ' Il ébcrt watchi ng television in Les l1IaudilS sauνag巴，

ll ll.l tnp ho ri ca l evasions. T he n as no w, thi s sequence clea rl y de m o n­
[I'O(CS , po liticians have a lways bee n the same 

Dcnied the triba l r itua ls which sho uld ha ve been her ri ght , 
1'6knco uita e nds up d a ncing topless within the fa brica ted pseud o­
,Il uul o f a Montrea l tavern , with "savage" drums encouraging heI 
I'cN 1asy. Deserted by Z o ro a t the o pening of the film , when he goes off 

) h u nt the ca riboo , so she is deserted by H ébert a t t he end of the film 
hc goes o ff to ply his trade. 

S lhe film opened wit h a freeze -fra me that anticipa ted the co nclu-
0 11 , SO l he f ilm ends with a recapitula tion of the sequence a fter the 
J) l.l ni ng ti t les where we see the trader Hébert coming o ut of the 
/(川 d s wit h his ho rses , pass in g by th巳 couple turning ro und a nd 

111 (1 nu by th e riv町 ， cha lleng ing in this wa y our seque ntia l sense of 
1 1. 1 1 1 C ， 八 ftc r t hi s scene we have the las t ofTékacouita's rem orseful so li-
1 Il tjlIÍcs. As so frequently in the film s of Jean Pierre Lefebvre , t h is las t 
n llloq uy co nta ins obl iq ue refere nces to death , to "the black rave n 
h lc l1 my peo ple have a llowed to pluck o ut their eyes." S he 

p仆 仆 e lud cs

" his co untry [of the rave n] has no boundaries , for th is country 
11 0 longe r exists. Yet this co untry is mine and 1 am this count ry 
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If this country is specifically , in terms of the film , the country of thc 
lnd ians , it is also , by extrapolation , the country of the Québécois. ßy 
further extrapolation , it could also be the country of all colonizcd 
peoples. 

The voice ofTékacouita speaks for all those people who feel that a 
foreign voice and a foreign set of values have been imposed UpOIl 

them. ]t represents the voice of all people , in whatever nation , thal 
value human life over exploitation, that value personal relationships 
over the stock broker deals of commerce. This is why the films 0 1" 

Jean Pierre Lefebvre , so Québécois in the specificity of their ultc r­
ance , can speak to many people throughout all parts of the world . 

ßy the time Hébert reaches the ]ndian encampment, all the I nd ia Il S 

have been killed. Initially it is not clear just who has killed the ll1. ß y 
inference fro ll1 the following sequence , however , the slaughter mus l 
have been inflicted by Zoro when he returned from his cariboo hunl 
and found his tribe so debased that he felt he must d巳stroy th em 气
Si ll1ilarly, in the next sequence , he feels he must destroy both Té ka ­
couita and himsel f. 

L' Abbé Frelaté is also at the encampment, delivering last rit es to 
all the slaughtered Indians - as useless a gesture as ever the church 
could perform. "Forgive me, Father, for 1 have sinned ," says Hébcrl 
as he shoots the pries t. "You wanted death . 1 have fulfilled your 
wishes ," he explains as h巳 closes the dead pries t's eyes. "You are thc 
martyr and I am the guilty one." So in our society, for ma ny centurics 
now , have the values of commerce destroyed the values of religion 

As if conscious of his guilt, Hébert throws away his gun and 
screams out against the cosmos as he gulps down the letha l "firc­
water" until he passes out on the ground. Then , after the scene in thc 
tavern where Zoro slaughters both himself and Tékacouita , we Cul 
back to the encamp ll1ent again where we see Hébert waking up on thc 
ground now covered with snow. The slaughtered bodies hav巳 a ll
disappeared. He looks left and then right , and as the camera follows 
his gaze, it picks up a group of " hippies" passing a joint around thei r 
circle while sitting in the snow. 

This sharing of a joint represents a new kind of ritua l. Rituals a rc 
n巳cessary for all collective identities. ßut the communal ritual 0 1" 

marajuana as it was popular in the sixties was a ritual bas巳d on ig­
norance. One cannot return to more primitive values unless onc 
acknowledges what those values actually entailed. 

5. Lefebvre himse汀， howev凹 ， rejects this "closure." See "A Conversa tjon ," p. 127. 
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When Héb 创 JOωins t由he circl 巳 and smok 巳臼s in t山he amn ω cd由创el叫l
t内咐1刊r、 y E 1 a In1 O t th1 E r k i n d o f p e a c E -p l p e , h i s l a u g h t e r r 巳capitulat 巳s the 
I n u ght巳r of the lndians when they first tasted his cigar巳ttes . And when 
hu b 吨ins to ho∞O川t away 111 a su叩ppo优时叫dωl忖yI仙an fa川st川

pi比ck巳d Up by the rest of the group a挝sw巳 cut back through a ser i陀巳s ot 
l吨l心cr闪已a削s创川i川川ng剖Iy di凶stan川1ut long-shots and mOVe towa rds tih1e End of the fmlulImIn1' 

WU í.\叫ct the sense oncc again of what I have called the laughtmof in­
州;17 1 巳lmslon Thm peopleare ignorant of history Whlli 
Jltompting to return to the values of the Earth , they are unawarE01 
Ihu 1'0 1巳 playEd by thEIr white forefathers who systcmatically destroy­
\'" lhc Lruly earth values of the culture of 飞!1E Indians 

"No on巳 is responsible before hlstory , the Opening tUltule prO-

i俨A‘斗I ni l川川仙川i川山11川1
pl怡~ l比ccl sω巳 n川1叽tence implies t仙ha剖t we ar巳 all responsible not for whaωI has 
11巳c n c1 0 ne bu川t for recogmz山zμing what we have inherited and for ac-

!1 {) w l怆巳dg l川川ng the values that our own lives ar巳 P巳tpetuating . This, 1 
l!i kc it 吨 l s tlm"moralnof thisextraordmarlly perceptlwfilm-
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tality of the coureurs de bois: just find your way out as bcs l y!l\l l'l 

while keeping yourse lves alive . That‘ s al l. Now 1 don、 t 111 l:11 11 1 川 阔

that this is the mentality of the Québécois. But som巳 part o lÏ t Il' ll lI ll l1 

in our mentality. Like , we've been exploited , here and hcrl: !l mll lll 
so let's exploit other people just a little bit , in ord巳 r to surVI Vl' 

That's why we have never been really angry at the I nd i :l ll ~ ， 1 11 飞'
angry at the church , never really angry at the English, b l:l:1I 11 11l句 111

way all of them helped us to become what we are. They hdpl'd \1问"'
survive. This situation even gave us a certain sense of prid t! , IWI'IIII 
we were able to survive by ourselves. We had to strugglc ro r w lt llll ' 、"
life we could have 

This is very different f rom the people who have l11 o rt! Il'lI 11 
colonized the Canadian wes t. They too had to fight , but lh l:y IIl' hl l 飞.'，
their success so quickly. The land was so rich , the social si l \l llll llll _1I 

helpful , and by now, they own that land. They are proud 10 OW ll 11 11111 
are proud to be part of what they consider to be a fr巳c CO llI 11I V; ""' 
even so , they do not realize that they have destroyecl a c i vi lt川 111111
which 1 still consider to be the most peaceful civilization lh ll l h ll 陶 4 飞，11

existed. 
But maybe we too have survived by not really unclc rst;II HIIIl j.\ ll t! 

civilization that was here before us. 1 don't m巳an to suggl:sl 11t '11 
have to go back to a different way of living. Obviously, wc CHI1 ' I 11 11111 
we choose to forget the past , we are also responsib le fo r i t. 八Il d
have to understand that responsibility, especially if wc WIII II 111 
something more than chauvinistic nationalists. 

And accusing other peoplelor lhe pαsl doesn't help all.l' /IIIII只‘‘ i叭
iI ? 

Exactly 

Yet ! don'[ quite relate what you'vejusl said aboUl lhe C()/ tr!'1II ~;J 

bois to the trapper Hébert as he's presented in Ihe fì/m . ,1,'1/1'1 '11 ", 
presented in a very unattractive Iighl . ! don'l take him a.\' .\' /llI lrlllI ,I/I'I' 
the presenl-day Québécois in any way, or even Ior /h (' i,. 1/ / 11 ' 、" " '. 

But tha t's what l've been saying. Of course , he吨 S u 11 11 111 11111 
Tha t's why we don't relate ourselves to the pas t. We cl o l1 ' l 111\1' wh 
happened , surviving by exploiting a little bit here ancl th t! 11.: 111111 _ 
being able to run away into the woods when巳ver we Wl: rl' 11 111 
something, or didn't like something. Think ofthe last wa r, 01111 1 
Québécois who didn't want to be involved and simply ra l1 l1 WII V 
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一一一一一干?!!!!!~，.，..;i
Illq woods . But that is something we have to recognize. 1 n Les 
I/ ìlïll ctils sauvag凹， 1 had no intention of creating yet another myth 
111 向1.1t the coureur de bois. Whatever he was, he is not a man to 
1I 1I 1100 te. 

I-I nd lhαI ending which hαs tro ubled mefor so mαny years, wilh the 
I!I/lples smoking the joint and Ihen all hooti吨 αwαy like savages, ! 
叭ρss /his underlines the artlfïciαIity of the rilual tf you don'/ know 
,"" It is /ory of it. 

l couldn't -say it momclearly myself-That'S lt Because, you know, 
111 I he t ime , it was the love-and -peace gene川ion ， and many young 
|H f) ple were GIldlIlg a klnd of trlbal llfe soextI aOI dinary and they 
1|H)1lght they were trylng to llve the way their anCEStors dld.It was a 
" lllU of dream. 

I nd Ihe !ndian lad, Zoro, who slαughters his own tribe and then 
, llls bOlh himselfαndTékαcouita， does he do this basically /0 restore 
I!I\' OWI7 dignity? 

Well that is open to interpretation. 1 didn't want to make it clear 
1 I'N Ü bas ic question that is asked after every screening. Who killed the 
1 Ildiü, ns? l t's not clear for people. Did Zoro kill them? We don't know 
1 II !J o nly important thing is that he kills Tékacouita , because there's 

11.1 way that he can regain his dignity without killing her. Tha t's his 
IlIldc pride. 1'm not saying that men shoulcl be like tha t. I'm just 
川 ! I y in g tha t tha t's what's in the film. 

* 

/1 me lhe lrue s lOry o.fBackyard Theatre- thejïlm that bothyou 
飞 i吁I Jvfarg uerite refused lO sign and which has never αppeared in 出y
叫f'yourfïlmogrαphies . First o/all, ho w didyou gel involved in such a 
/) I'(~/eC l ， working once αgαin Ior the National Film 80αrd， αnd this 
r!lIlf? jor the Eng lish andfor tha t dreadfúl "Adieu A louelle" series? 

Well , they asked me. In fac t , t hey as ked a co uple o f Q uébéco is 
a| llSGCtOIS to do a couple of fllm because they were afraid [ha t ifthe 
I\I Ìl o le se ries was directed only by E nglish directo rs, there might be 
', ' ìlllC tro uble from peo ple in Q uebec. lt was mainly Jea n-V. 
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Released: Verdi , Montreal , January 29 , 197 1. 
Cost: $25 ,000 
Note: The main photography credit was omitted at the request of the camera­
rnan. 

1971 

LES 岛1AUDITS SAUVAGES 
ou ]'eau de vie et de mort 

115 minutes , 35mm , colour (Kodak 5254), 1. 66: 1 
Almost an historical film (1670-1970). Production company: Cinak compa­
gnie c inématographique, with the participation of the Canadian Film Devel­
opment Corpora tion. Executive producer: Laurence Paré. Director f screen­
play: Jean Pierre Lefebvre. Photography: Jean-Claude Labrecque. Sound: 
Claude Lefebvre . Edit ingf production manager: M arguerite Duparc. Sound 
mixing: Jack Burrnan. Music: Viva ldi by Walter Boudrea u. Musical record­
ing: Les Studios André Perry. Assistant director: Robert Blondin. Assistant 
cameramen: Yves Delacroix , Richard Sad ler. Boom: Gilles Gingras. Electri 
cian: Séraphin Bouchard. Grip: Richard Joya l. Make-up: Suzanne Rioux 
Garand. Still photography: Attila Dory. Costurnes : Gi lles Gagné, assisted by 
M ichel Têtu. Props: David Gold. Script assistant: Francesca Pozzy. Labora­
tory: Bellevue Pathé (Québec). 
Cas t: Pierre Dufresne (Thomas Hébert) , Rachel Cai lhie r (Tékacouiw) , 
Nicole Filion (Mm e Jeanne- Man ce Hébert) , Luc Granger (/'abhé Pierre 
Frela/份， Jacques Thisdale (Zoro) , Gaétan Labrèche (His /o门017) ， J acques 
Desnoyers (Cul de 8oU!eille) , Denise Morelle (Marie), Yvon Dufo ur (a 
policeman) , Jean-Pierre Cartier (a policema时， Denis André (lhe in l7 -
k eeper) , Marcel Sabourin (I'inlendam Jea l7 Talo l7) , Roger Garc巳au ， C laud c 
Belisle, Jean Beaudin , Jean-René Ouellet , lsabelle C laud e, Lu cille Ro bin­
son , André Leduc , Jacques Morin , Catherine Blackburn , Pa uline Blac k­
burn , Pierre Blackburn , Diane Ca ilhier , Jean Lévesque, Anni ck de Be ll e­
feuill e, Marc Deschamps, Jean Guillemette , Djibril Djob Mambetti 
Shot on location in Montreal and Mascouche during th e first three wee ks o f 
December 1970 . 
Première: Les Cinémas du Vi巳 ux-Montréal (Stud io B) , Montrea l, Octo bcl 

29 , 1971 
Other title: THOSE DAMNED SAVAGES 
Cost: $ 135 ,000 
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