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the “betweenness” identified by Kaja Silverman and Harun Farocki as a
crucial element in Passion, 1982, a film which for them represents a “larger
experimentation with asynchronicity”.3 The asynchrony, the non-coincidence,
in Passion are ascribed an explicitly political value, as in the meeting of
woman trade unionists at the factory in which Godard’s experimentation with
sound/image disjunction means that the words “float once again ‘between’ 
all of those present”.4 What is interesting for us here is the persistence of this
kind of politicised sound/image dissociation into the early 1980s, the time at
which such experiments in superstructural revolution, and indeed belief in
the possibility of socialist revolution tout court, were beginning (at least) to run
out of steam. Asynchrony, that is to say, is there on both sides of the camera,
in the time and conditions of the film’s making and reception quite as much
as in the formal strategies it deploys.

I have quoted John Lennon on Elvis, who became a petit soldat more or less
as Godard was shooting his film of that title, for two reasons. One is that in
my more rebarbative days I was wont to compare Godard and Truffaut to the
Lennon and McCartney of New Wave filmmaking–though the analogy of
course broke down, indeed became asynchronous, when the “wrong one” died
prematurely. The other, more serious reason is that Lennon’s remark suggests
a Manichean view of Elvis’s work–the good earlier years and the bad later
ones–similar to “the crude digest of images and stereotypes purveyed by much
contemporary Godard scholarship” denounced by Michael Temple and
James S Williams:

The story is well known: something political happened around 1968 which led to a
series of unwatchable films, before Godard then headed for the French provinces to
make TV, returning to cinema only in the early 1980s with Sauve qui peut (la vie). This
produced in the early 1980s some late masterpieces by an Old Master, after which the
old fool isolated in his Swiss retreat appeared to lose the plot.5

The crucial difference, of course, is that Elvis’s post-Army records continued
to be widely heard and to sell in vast numbers, despite their well-nigh universal
critical dismissal and neglect. Godard’s more recent films have experienced the
opposite fate, being extremely difficult to see, often extremely difficult to
watch, but it sometimes seems all but impossible to avoid reading about. The
(at best) restricted availability of virtually all his work over the past decade
and a half has not stemmed the torrent of words devoted to it–rather the
reverse. It is almost as though those words represented a verbal compensation
for the inaccessibility (in two senses) of the images to which they relate. The
asynchrony that is so important in the filmic texts seems to have bled out into
the time and conditions of their reception, which can be seen as constituting
something very like a mise en abyme of the sound-image dissociation
characteristic of all his work, but most markedly of the later years. This is
illustrated by the notorious bon mot from Vent d’est, 1969: “Ce n’est pas une
image juste, c’est juste une image” (“It’s not a just image, it’s just an image”),
often taken by those hostile to Godard as a distillation of the supposed
postmodernist view that no text can ever actually refer to anything at all, 
but (I hope) to be given slightly subtler treatment here.

The Godard industry began in earnest in the aftermath of 1968, when
Godard ostentatiously withdrew from the production and distribution circuits
of the art-house cinema. The major theoretical developments of the ensuing
decade, centring around Cahiers du cinéma in France and Screen in Britain,
represented something like a high noon of political formalism in which the
disruption of the viewing subject’s relationship to the filmic text was the sine
qua non of a revolutionary cinema. Godard, with or without Jean-Pierre Gorin
or Anne-Marie Miéville, was a totemic figure in this context. The fact that hisOpposite: Cover of the 1976 Godard 

Special Issue of L’Avant-Scène Cinéma. 




