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Abstract
The focus of  this article is on the representation of  the inner 
Parisian quartier of  Belleville in three twenty-first century films neo-
noirs, through a study of  their use of  setting and location. After first 
examining how the depiction of  the quartier in twentieth century 
French cinema contributed to the establishment of  a Belleville 
stereotype, the article explores the extent to which these three 
recent films adopt and adapt the conventions of  the original noir 
series. Setting in cinema has been closely studied, and Paris has been 
the subject of  wide research in this context.  The article’s originality 
lies in its focus on the cinematic representation of  a Parisian quartier, 
highlighting the interaction between the conventions of  the neo-
noir genre and the changing identity of  Belleville.  

Keywords 
Urban spatial representation; Parisian quartiers; French film noir; 
neo-noir; Belleville. 

“The city as a cradle of  crime and a cauldron of  negative 
energy is the inevitable setting for film noir”.  

(Hirsch, 1981, 83)

The Parisian quartier of  Belleville has long provided an ideal 
setting for French roman and film noir. This article examines the 
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representation of  Belleville in three French neo-noir films: Xavier 
Beauvois’ Le Petit Lieutenant (2005), Maïwenn’s Polisse (2011) and 
Alain Minier’s Un P’tit Gars de Ménilmontant (2013). It seeks to explain 
the choice of  décor, and reflects on the veracity of  the quartier’s 
depiction in their films: is Belleville the “cradle of  crime” and 
“cauldron of  negative energy” that Beauvois, Maïwenn and Minier 
would have us believe? The definition of  films as noir or neo-noir 
merits initial attention before turning our attention to the quartier 
itself  and to the film corpus.

Film noir and neo-noir
Film critic, author and Cinema journal editor Paul Schrader restricts 
the film noir corpus to exclusively Hollywood films produced 
between 1941 and 1958 that set themselves apart in theme, tone 
and mood (1972, 8).  Raymond Borde and Étienne Chaumeton’s 
seminal text on American film noir (1955) identifies essential 
elements such as the presence of  crime and malevolence; an 
ambiguous criminal milieu and character; a flawed private detective; 
the presence of  violence and incoherent brutality leading to death; 
notes of  confusion and moral ambivalence; oneiric qualities 
mixed with social realism (7-13). French film noir is, according to 
Ginette Vincendeau, independent of, although partly influenced by 
its American counterpart (2007, 25). A pessimistic outlook and a 
sociological focus are defining features, such that she categorizes 
them as “social noir” (2007, 32). 

Neo-noir refers to any film coming after the classic noir 
period that mirrors the themes and sensibilities of  films from the 
original series. If  both series focus on issues central to contemporary 
society, in an authentic setting, neo-noir crimes are often far more 
convoluted, more violent, and their protagonists more confused and 
corrupt than those of  the classic noir series.

Belleville
Initially an extra-muros village popular with Parisians as a weekend 
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destination, the hilltop north-eastern quartier of  Belleville was 
annexed to Paris in 1860 as part of  Haussmann’s overhaul of  
the capital. Contemporary Belleville is currently undergoing a 
process of  gentrification reminiscent of  Haussmann’s renovations 
that forced the working classes out of  central Paris towards the 
periphery. Belleville subsequently provided an affordable location 
for newcomers, initially from the provinces, and then from former 
French colonies. From the mid-nineteenth until the end of  the 
twentieth century, the quartier was predominantly working class; 
government pro-immigration policies in place until the 1970s 
facilitated the establishment and growth in Belleville of  strong 
communities from the Maghreb and sub-Saharan Africa, then from 
Asia once the thirteenth arrondissement reached capacity in the 1980s. 
Figures from 2009 indicate that 34% of  Belleville residents were 
born outside of  France, compared to an average of  15% across 
Paris.1

Public policy has continued to influence the transformation 
of  Belleville. Sections of  the quartier were declared insalubrious at 
the beginning of  the twentieth century, but no action was taken 
until the need for renovation became urgent in 1958. Radical change 
ensued; entire sections of  the quartier populaire were razed and towers 
constructed in their place. Rising rental costs led to a changing 
population in the mid-1980s as the working classes were replaced by 
students, professional couples and artists, attracted by the proximity 
to the centre of  Paris, relatively cheap housing and the bohemian 
atmosphere created by the multicultural population.  Laws in place 
since 2000 to promote social diversity have slowed the gentrification 
process. 

On the one hand, the myth of  Belleville as a cosmopolitan, 
tolerant village community is self-perpetuating and reinforced in the 
media, in academia by social demographers such as Patrick Simon 
(1964) and in contemporary literature by the likes of  Daniel Pennac 
(1944) and Calixthe Beyala (1961). A collective Bellevillois identity 
is shared by the quartier’s residents, who mobilise when necessary 
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to defend it from overzealous property developers. On the other 
hand, the residential issues common to cosmopolitan north-eastern 
Paris are evident in Belleville.  Prostitution, delinquency, illegal street 
trading, drug trafficking, insecurity, insalubrious housing, difficult 
working conditions, family histories often marked by turmoil and 
despair (Corbillé, 2013, 160) have earned the quartier the moniker of  
“la banlieue intra-muros” (Dunod, 2012).  

Film noir and neo-noir in Belleville
I propose three explanations for Belleville’s long association with 
French film noir and neo-noir.2  Firstly, the quartier’s cosmopolitan 
atmosphere makes it an appropriate setting for the neo-noir series 
that values ethnic diversity (Vincendeau, 2015, 108-109) and that is 
often preoccupied with racism and globalisation (Turim, 67); this 
is exemplified in films such as La Balance (Bob Swaim, 1982), Tchao 
Pantin (Claude Berri, 1983), Police (Maurice Pialat, 1985), Deux Flics 
à Belleville (Sylvain Madigan, 1990) and L.627 (Bertrand Tavernier, 
1992). Secondly, the themes associated with French film noir and 
neo-noir such as delinquency, drugs, unemployment, racism, illegal 
immigration and prostitution are often highlighted as real problems 
prevalent in north-eastern Parisian quartiers such as Belleville, as 
shown in films like Shanghai-Belleville (Shau-Chun Lee, 2013) and La 
Marcheuse (Naël Marandin, 2016). Thirdly, Belleville’s geographical 
location on the outskirts of  Paris intra-muros, together with its 
historical classification as part of  the Parisian banlieue immediately 
prior to its annexation to the French capital, render the quartier 
readily identifiable as a peripheral space that shares some qualities 
with the violent and dysfunctional spaces identified by Vincendeau 
in her study of  banlieue cinema such as La Haine (Matthieu Kassovitz, 
1995). 

The three films in this article’s corpus are united firstly by 
their Belleville setting; all are shot largely on location with the 
quartier identifiable as principal décor.  The second common 
predominant feature is their links to the Parisian police force.  All 
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films have former policemen variously involved as screenwriters, 
actors, directors or technical advisers; this happened rarely in the 
pre-2000 neo-noir corpus. Such personal involvement adheres to 
the noir trope by adding authenticity to the plot and the characters. 
We will examine the cinematographic representations of  the quartier 
in each film to show how they exploit the hallmarks of  noir and 
neo-noir while also reflecting the changing social and demographic 
characteristics of  Belleville.

Le Petit Lieutenant (Xavier Beauvois, 2005)
Newly-graduated police officer Antoine Derouère (Jalil Lespert) 
takes up his first posting with the police judiciaire in Paris.   With 
his enthusiastic yet understated nature, he is quickly accepted by 
his peers. He forms a close association with his boss, Caroline 
Vaudieu (Nathalie Baye), a morose reformed alcoholic. During 
an investigation into a homeless immigrant’s murder, Antoine is 
stabbed and dies of  his injuries.

The sense of  authenticity in Le Petit Lieutenant constructed by 
Beauvois reaffirms the film’s affiliation with neo-noir. He does this 
firstly by using non-professional actors such as graduates from the 
École Nationale Supérieure de Police, police officers from the Parisian 
Brigade des Stupéfiants, homeless people and a Russian translator.  The 
film’s technical advisor David Barbas is a policeman, as is Beauvois’ 
co-scriptwriter Jean-Éric Tribaut.  Beauvois’ choice of  slow pace 
contributes to a deglamourisation of  the police force that reminds 
cinema journalist Franck Garbarz (2005) of  the documentary 
filmmaker’s ‘naturalist vision’ (51). The camera’s distance from the 
characters, the film’s bland colour palette, and the lack of  background 
music enhance the documentary style. Other recurring noir tropes 
evident in Le Petit Lieutenant include the presence of  film posters on 
the walls of  the commissariat de police, alcohol, guns and numerous 
bar scenes. For Vincendeau, the film is an excellent example of  
neo-noir, due to Beauvois’ use of  narrative devices in evoking the 
struggle of  decent police against uncontrollable criminal forces in 
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what appears at times to be a losing battle (2015, 110). 
Authenticity is also constructed by Beauvois through his 

choice of  space and place. The investigation at the heart of  Le Petit 
Lieutenant revolves around crimes that initially take place outside 
Belleville; the Canal St Martin (tenth arrondissement) from which 
two bodies are retrieved is a fittingly anonymous crime scene 
for neo-noir, the antithesis of  the city as a social space. After a 
labyrinthine search, the line of  inquiry leads to Belleville. The Père 
Lachaise cemetery gates are the site for a soupe populaire where the 
Russian criminals meet the homeless man who will become one of  
their victims.3 A seedy hotel in Belleville is a refuge for one of  the 
Russians, who by their Eastern European origins, vicious nature 
and lack of  scruples exemplify the criminal face of  neo-noir. The 
same hotel is the site of  the violent and ultimately fatal assault on 
the young lieutenant.4 Opposite the hotel, Antoine’s partner Mallet 
takes a poorly-timed break in a bar,5 leaving Antoine alone to face 
the Russian criminal. Mallet’s desertion of  Antoine highlights neo-
noir café and bar settings as antisocial, fractured spaces, in contrast 
with the communal, homely space they represent in classic noir 
(Vincendeau, 2015, 114). The police tail the criminals through the 
streets of  Belleville and arrest one of  the suspects on the steps 
leading down to Métro Gambetta.6.

Belleville is a fittingly seedy décor for Le Petit Lieutenant, in 
keeping with the ‘new lower depths’ that exemplify Parisian neo-
noir spaces, (Vincendeau, 2015, 111).  The senseless crimes are 
committed by anomic individuals who typify neo-noir criminals; 
the homeless victims on the margin of  French society who appear 
in the film provide evidence of  the change in social positioning 
observed in French neo-noir; and the police are vulnerable, 
dysfunctional and humane, in keeping with neo-noir tendencies. 
However, if  contemporary Belleville has a squalid side, this relates 
more to prostitution7 and petty drug trafficking8 than to the random 
senseless crimes in Le Petit Lieutenant; contrary to its reputation, the 
quartier’s crime rates are relatively low compared to central Paris 
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(INHESJ/ONDRP, 2016).

Polisse (Maïwenn Le Besco, 2011)
In this film classified by some critics as docufiction (Falisse, 2012), 
photographer Melissa Zaia (Maïwenn) joins the Parisian Brigade de 
Protection des Mineurs (BPM) Northern sector, to take photos for 
a government-commissioned book. She shadows the group for 
months. Work and off-duty scenes are interspersed; the chaos in 
the team members’ private lives reflects the stress of  their job. The 
BPM team conducts interviews with paedophiles, child-rape victims 
and prostitutes, searching for drug-affected mothers and babies 
and raiding gypsy camps; little wonder that their leisure time often 
involves alcohol, extramarital affairs and relationship breakdowns. 

Maïwenn’s film shares several characteristics with Beauvois’ 
Le Petit Lieutenant: a constructed sense of  authenticity of  décor and 
characters, and a lack of  soundtrack.  A mix of  non-professional and 
professional actors play out a scenario based on genuine material 
gathered in preparation for the film; just like her character in the 
film, Maïwenn shadowed the Parisian BPM for several months to 
facilitate a realistic projection of  her subject that is characteristic of  
all her films (Delcroix and Jacquot, 2011).  Maïwenn’s inspiration for 
Polisse came from her fascination with French and international crime 
films, as well as from documentaries about the French police force.9 
As with Antoine in Le Petit Lieutenant, Melissa embarks on a journey 
of  discovery as she accompanies the dedicated, dysfunctional and 
tightly-knit group of  detectives in their daily quest to overcome 
malevolence in perhaps its very worst form: crimes against innocent 
children. The music in the opening credits is misleading: Maïwenn 
borrows the soundtrack from the long-running children’s television 
program L’Île aux enfants (Christophe Izard, 1974), which describes a 
paradise where the monsters are friendly, and the sun always shines. 

Polisse portrays a world of  disorder and deviance reminiscent 
of  the American noir cities described by geography scholar Matthew 
Farish (2005). Maïwenn’s role as a photographer in the film is a 
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key “mark[er] of  certitude”; Melissa’s photos are the epitome of  
realism, providing a permanent and accurate record that has long 
been associated with the detective in roman and film noir (107). The 
actors in the BPM team spent time with former police officers to 
understand the pressures of  the profession, as well as to form the 
close bond evident on screen. Like Le Petit Lieutenant, Polisse gives 
a realistic portrayal of  the police force; film critic Laurent Delmas 
compares the film favourably with other neo-noir classics Police, 
L.627 and Le Petit Lieutenant, and compliments Maïwenn on finding 
the right balance between real events and fictional characters that 
enables the viewer to identify the themes, albeit uneasily, with issues 
prevalent in contemporary French society (2011).  

Maïwenn’s choice of  Belleville as location is partially based 
on her familiarity with the quartier in which she was born and where 
she spent much of  her childhood. Her character Melissa identifies as 
bellevilloise in the film and she is attached specifically to the Northern 
sector of  the BPM because she grew up there. In addition to the 
direct references to the quartier by name, there is an inference that 
Belleville is the central location for the BPM’s work.  Belleville is 
associated with poverty, drugs and crime throughout the film. The 
adolescent accused of  inciting a group of  male friends to rape her 
girlfriend lives in Belleville.10 If  the Romanian gypsy crime ring that 
figures in the film has set up camp in the eastern banlieue suburb 
of  Montreuil,11 Belleville is the chosen destination for the Roma 
children who are sent out each day to pickpocket and prostitute 
themselves. The drug-addicted mother just out of  prison abducts 
her child from a shelter in Belleville.12 The BPM team combs the 
streets of  Belleville looking for the baby, and eventually locates 
them in the quartier.13 If  crimes take place in the quartier, they are 
also often solved there; the location shooting includes the BPM 
headquarters that exist in reality in Belleville.14

Maïwenn’s portrayal of  Belleville in Polisse is undoubtedly 
nuanced by her own experiences; the spectator is left with the 
impression that while malevolence is present in the quartier, so too 
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is goodwill and humanity. Despite its docufiction style evident in 
the interviews, its naturalist vision and lack of  background music, 
the classification of  Polisse in the neo-noir cinema genre is fitting, 
given the malevolent themes, the humane police presence, the 
multicultural characters and the strong dose of  realism. 

Un P’tit Gars de Ménilmontant (Alain Minier, 2013)
Jo (Olivier Marchal) returns to Ménilmontant after spending fifteen 
years behind bars for armed robbery. He retrieves the money stolen 
during the robbery, which has been buried for the duration of  his 
prison stint.  Jo discovers that much has changed in his absence, and 
nothing for the better.  His ex-wife Marianne (Catherine Marchal), 
has re-partnered; he has a son who wants nothing to do with his 
father; the francs stolen from the bank need to be converted to 
euros; the quartier he used to know so well is completely different, 
ruled by violent young delinquents who have no code of  honour, 
unlike the criminals of  old.  His former partner in crime, Maklouf  
(Smaïn Fairouze), now earns a legitimate living running a bar in the 
quartier but is constantly harassed by a gang of  thugs. Jo tries to find 
his feet in this new quartier, but finally recognizes that he no longer 
belongs there.

The most striking initial observation about the importance of  
place in Un P’tit Gars de Ménilmontant is the inclusion of  the toponym in 
the title.  Formerly part of  Belleville, Ménilmontant is now a separate 
quartier located within the 20th arrondissement, but its close physical 
proximity, historical dependence and cultural association render it 
inseparable from Belleville in the eyes of  many Parisians.  The film’s 
title invites focus on its geographical location; Alain Minier elevates 
the quartier to the status of  a character, just as other directors have 
before him.15 In keeping with Myrto Konstantarakos’ theories about 
place and space (2000), the changed state of  the quartier drives much 
of  the narrative and indeed the action of  Un P’tit Gars de Ménilmontant. 
The title chosen by Alain Minier for the film has a sentimental tone 
that evokes Ménilmuche, the quartier populaire of  yesteryear, the village 
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fondly recalled in song by Maurice Chevalier,16 Aristide Bruant17 and 
Charles Trenet.  Trenet’s ‘Ménilmontant’ (1939) figures prominently 
at the start of  Un P’tit Gars de Ménilmontant, serving to heighten the 
sense of  nostalgia that is evident throughout the film; this cheerful 
tune contrasts with the menacing tones that announce malevolence 
and violence throughout the film.  

Nostalgia is also evoked in the opening scenes with the lone 
figure of  Jo walking up a steep cobbled street in Ménilmontant;18 
the film ends similarly with him walking back down the same street, 
having come to the realisation that this is not the same quartier 
populaire he left fifteen years earlier. Marchal’s character wanders 
the streets of  Ménilmontant in a manner reminiscent of  Walter 
Benjamin’s flâneur; the graffiti-ridden run-down buildings present a 
desolate landscape with which Jo can no longer identify. In a film 
entirely devoid of  an on-screen police presence, Jo (played by ex-
policeman Olivier Marchal) assumes the role of  detective, reminding 
the spectator again of  a flâneur, this time that of  Charles Baudelaire 
(in Benjamin, 1938, 41). The film’s premise borrows from French 
noirs Touchez pas au grisbi (Jacques Becker, 1954) and Classe tous risques 
(Claude Sautet, 1960), whose narratives present gangsters exiting 
prison to collect money gained illegally prior to their arrest, and 
subsequently moving on to a better life. Jo’s efforts to turn over a 
new leaf  are continuously thwarted, which reinforces the pessimistic 
tone typical of  the noir series; he throws his gun into the canal after 
having used it to kill three criminals within the first fifteen minutes 
of  the film, and again to threaten the young thugs who menace 
Maklouf.

Minier employs classic noir techniques in Un P’tit Gars de 
Ménilmontant: chiaroscuro lighting and mirror reflections of  Jo inside 
his dingy one-star hotel room, low-angle shots of  him at night in 
a dark street looking up at his ex-wife’s brightly lit apartment, Jo 
walking the rain-slicked streets, for the most part alone and always 
morose. A further nod to the noir series is evident in the fast-paced 
and familiar language employed; if  Jo and Maklouf  employ the slang 
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of  their own generation, so too do the new breed of  delinquents 
who rule Ménilmontant.

These youths deal drugs openly on the streets of  
Ménilmontant, use guns and baseball bats to harass and steal from 
vulnerable citizens, and fight to establish a new criminal hierarchy in 
the quartier; their leader murders an older rival in a deserted wasteland 
to settle a dispute over drug territory. Unlike the old criminal order 
represented by Jo and Maklouf, this new breed respect nothing and 
nobody. The dystopian setting is reinforced by wide-angle shots of  
colourful graffiti covering the building façades, chiaroscuro lighting 
and by recurring distorted angle shots of  a young street artist 
progressively creating a work of  art that turns out to be a young 
Maghrebin wielding a gun; it could be Nassim, the delinquent gang 
leader.19

Despite the violence and obvious criminal activity taking 
place in the quartier that are classic noir tropes, Minier’s depiction of  
Ménilmontant is a sentimental one. Jo and Maklouf  speak constantly 
about the past and the transformation of  the quartier. The scene 
involving the gypsies whom Jo visits in a failed attempt to change 
the francs hidden after the bank robbery into euros has nostalgic 
overtones, albeit with a threatening undercurrent that arouses 
unease in the viewer and serves as a reminder that the film sits firmly 
in the neo-noir series. The Parc des Buttes Chaumont20 chosen by 
Minier as the setting for Jo’s first meeting with his son is represented 
positively; green and leafy, it provides welcome relief  from the 
sombre streets of  Ménilmontant, although the park’s paths are wet 
with rain. The scan shot of  Paris from the belvedere of  the Parc de 
Belleville, with the Eiffel Tower centrepiece in the distance, reminds 
the viewer familiar with the quartier of  Belleville-Ménilmontant’s 
hilltop location overlooking the French capital. Location shooting is 
evidenced by street names and readily identifiable landmarks.21 The 
iconic Passerelle de la Mare22 is a recurring nostalgic image; Jo and 
Maklouf  walk over it whilst discussing Jo’s plan to establish a business 
in the style of  an auberge from the ‘bon vieux temps’. There is much 
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poetry and sensitivity in this film. The themes of  regret for a quartier 
changed beyond recognition and family relationships impossible to 
re-establish make it an ideal fit for Vincendeau’s French social neo-
noir (2015, 105). Other neo-noir themes evident in the film include 
murder, theft, drug trafficking and considerable physical violence. 
All the crimes take place in Ménilmontant-Belleville, either in the 
narrow labyrinthine streets, in empty lots with boarded-up fences 
covered in graffiti, or behind closed doors.  Vincendeau’s ‘new lower 
depths’ are exemplified in a violent scene that takes place in the 
cellar of  a house.

Alain Minier has lived in the quartier for 50 years, and this 
strong link is evident in his film, particularly in the elevation of  
Ménilmontant to protagonist status, and in the nostalgic presentation 
of  little-known parts of  the quartier. The director admits to some 
autobiographical elements, for example in the characterisation of  
Jo and Maklouf. Furthermore, he claims to have lost fifty per cent 
of  his friends from the quartier to crime and remains concerned by 
the prevalence of  violence perpetrated by increasingly young thugs 
in Ménilmontant (in Tahi, 2015). The black-blanc-beur gangs dealing 
drugs on the streets of  Ménilmontant in the film thus effectively 
reflect reality, at least in terms of  their ethnic origin.  

Conclusion
This article has examined Belleville as a setting in three twenty-
first century films. In each case the directors have retained some 
elements of  neo-noir and its noir predecessor; adapted traditional 
tropes of  noir and neo-noir to suit the Bellevillois milieu; and even 
omitted characteristics of  the contemporary quartier. In doing so 
they have perpetuated a stereotype that is nevertheless undergoing 
some transformation.

Construction of  authenticity is a common neo-noir feature 
of  the setting in all three films. The quartier is recognisable in both 
a physical sense, due to the location shooting, and in a figurative 
sense, in the violence and criminality that is central to neo-noir. The 
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moral ambiguity that runs through noir and neo-noir films is clearly 
identifiable in the uncertain delineation between right and wrong 
that is central to these films.  Furthermore, the bleak outcomes 
for the protagonists reflect one of  the characteristics of  neo-
noir: pessimism. The characters, too, are emblematic of  the social 
orientation that Vincendeau attributes to French neo-noir (2007, 
32), in their marginalised status and in the social complexities with 
which they are often faced.

Beauvois, Maïwenn and Minier have also adapted to the 
changing face of  the quartier. The multicultural ambiance of  each 
film reflects that of  twenty-first century Belleville (predominantly 
Maghrebin and Sub-Saharan African), as do the types of  crimes 
that figure (paedophilia, pornography, illegal immigration) and the 
neglected physical environment in which they occur (increasing 
homelessness linked to gentrification).

The directors have chosen to highlight aspects of  Belleville, 
and in doing so omit other features; take, for example the lack of  
an Asian presence in the on-screen quartier in all three films and, in 
keeping with the genre, the over-representation of  malevolence that 
leads the spectator to imagine the quartier as far less secure that it is.23

In keeping with Hirsch’s observations of  the city in film 
noir as “never merely neutral”, and far more than a “shapeless 
background”, Belleville “participates in the action, ‘comments’ 
on the characters, supplies mood and tension” to the films in our 
corpus (1981, 79). The ongoing selection of  the quartier as a décor 
in film noir will depend on the on-screen representation desired by 
directors. Whether this keeps pace with the changing face of  the 
quartier remains to be seen. What remains unchanged for a film to 
be categorized in the noir tradition is the need to adhere to the 
original aim as defined by Borde and Chaumeton in 1955: to force 
the viewer into an uncomfortable space and question his/her very 
view of  the society in which s/he lives. 

The University of  Sydney
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______
1 It is difficult to obtain data about specific cultural diversity due to French 
census laws; the last year details on distribution of  nationalities was 
available was 1999. Furthermore, available data only includes nationality, 
and not naturalized citizen status.
2 A previous study revealed twenty-eight films noirs and neo-noirs set in 
Belleville between 1930 and 2000; the marked increase after 1968 (eighteen 
films) is proof  of  the quartier’s ongoing pertinence as a neo-noir décor 
(Stott, 2009).  Belleville’s popularity has continued into the twenty-first 
century, with sixteen films neo-noirs set there in the period 2000-2016.
3 The soupe populaire takes place in reality between 7.30pm and 9.30pm at the 
main entrance gates of  the Père Lachaise cemetery, on the corner of  rue 
de la Roquette and boulevard de Ménilmontant, twentieth arrondissement.
4 The hostel where Antoine is stabbed is located in reality at 118 rue des 
Pyrénées; a semi-obscured street sign in the film indicates that the scene 
takes place on the corner of  rue Vitruve, twentieth arrondissement.
5 The bar ‘Au Petit Marguery’ is located at 129, rue des Pyrénées, twentieth 
arrondissement. 
6 Police officers tail the Russian suspect down avenue Gambetta, across 
place Gambetta; rue des Rondeaux and avenue du Père Lachaise to finally 
arrest him on the steps of  the entrance to Métro Gambetta, twentieth 
arrondissement. There are also two stakeout scenes that take place in rue 
des Partants and rue Gasnier-Guy, twentieth arrondissement. 
7 Boulevard de Belleville.
8 Place des Fêtes.
9 Notably those by Virgil Vernier (Flics, 2007; Commissariat, 2010),  Rémi 
Lainé (L’Amour en souffrance, 1997) and Vincent Liger (La Brigade de protection 
des mineurs, 2007).
10 Rue Rébeval, nineteenth arrondissement.
11 Specifically in rue Raspail.
12 Rue de Meaux, nineteenth arrondissement.
13 On the corner of  rue de Meaux and rue de Chaufourniers, nineteenth 
arrondissement.
14 Rue du Plateau, nineteenth arrondissement.
15 Dimitri Kirsanoff, Ménilmontant, 1926; Albert Lamorisse, Le Ballon Rouge, 
1956.
16 ‘Mimile’, 1936; ‘La Marche de Ménilmontant’, 1942. 
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17 ‘Belleville-Ménilmontant’, 1889.
18 Rue de Ménilmontant, twentieth arrondissement.
19 Belvedere of  the Parc de Belleville, twentieth arrondissement.
20 Located in the nineteenth arrondissement.
21 Jo’s ex-wife lives at 18, rue de Savies, twentieth arrondissement; the cité 
inhabited by various groups of  delinquents is located on the corner of  rue 
des Couronnes and passage Julien Lacroix (twentieth arrondissement).
22 Also called Passerelle de Ménilmontant, the footbridge is located in rue 
de la Mare, twentieth arrondissement.
23 Crime figures in Belleville are no higher, and in the case of  the twentieth 
arrondissement significantly less, than those of  any other quartier of  similar 
socio-economic status such as the nineteenth and eighteenth arrondissements 
(INHESJ/ONDRP, 2016).

Filmography
Ça tourne à Ménilmontant! Djamel Tahi, 2015 France.
Classe tous risques, Claude Sautet, 1960, France.
Commissariat, Virgil Vernier, 2010, France.
Deux Flics à Belleville, Sylvain Madigan, 1990, France.
Flics, Virgil Vernier, 2007, France.  
L.627, Bertrand Tavernier, 1992, France.
La Balance, Bob Swaim, 1982, France.
La Brigade de protection des mineurs, Vincent Liger, 2007, France.
La Haine, Matthieu Kassovitz, 1995, France.
La Marcheuse, Naël Marandin, 2016, France.
L’Amour en souffrance, Rémi Lainé, 1997, France.
Le Ballon Rouge, Albert Lamorisse, 1956, France.
Le Petit Lieutenant, 2005, Xavier Beauvois, France.
Les Derniers Parisiens, Hamé Bourokba and Ekoué Labitey, 2017, 

France.
Ménilmontant, Dimitri Kirsanoff, 1926, France. 
Police, Maurice Pialat, 1985, France.
Polisse, 2011, Maïwenn Le Bosco, France.
Shanghai-Belleville, Shau-Chun Lee, 2013, France.ß
Tchao Pantin, Claude Berri, 1983, France.
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Touchez pas au grisbi, Jacques Becker, 1954, France.
Un P’tit Gars de Ménilmontant, 2013, Alain Minier, France.
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