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  For Minerva


  


  Mæterlinck says: If Socrates leave his house today he will find the sage seated on his doorstep. If Judas go forth tonight it is to Judas his steps will tend. Every life is many days, day after day. We walk through ourselves, meeting robbers, ghosts, giants, old men, young men, wives, widows, brothers-in-love. But always meeting ourselves.


  James Joyce, Ulysses
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  Preface


  It was Peter Biskind, then editor of American Film, who urged me to write this biography in 1984 or 1985. I put the idea to Godard. He seemed to concur with my dislike of biography as a form and to share my doubts about the pleasure of the process. Two years later he asked me how the work was progressing and this encouraged me to bury my own doubts and to prepare a very detailed treatment. By the early nineties, however, it was clear that Godard no longer had any faith in the project.


  In the nineties I was fortunate enough to bring two commissions to Godard and his partner Anne-Marie Miéville: 2 × 50 ans du cinéma français1 (2 × 50 Years of French Cinema) (1995) and The Old Place (1998), and I laid aside the biography indefinitely. Then in the summer of 1999 Godard wrote me a very generous letter about our past productions, which made clear that it was unlikely there would be any further collaborations.


  It was in the aftermath of this letter that I thought seriously again about the biography. The initial problem of any biography was still there. Each life is infinite, its connections too complicated to allow of any representation which is not also a savage editing. But the fact that my subject was alive suddenly presented a solution. Any biography of a living person is necessarily incomplete, but a living subject allows the possibility of a portrait: a series of angles on Godard’s life and work.


  And it is the work that provides the real impetus for this biography, work that is the most astonishing, the most intriguing, the most illuminating of my time’s art. The first moment of epiphany had been unattended – sitting in a Paris cinema in January 1967 watching a film in a language I did not understand, but which provided image after image of a beauty I had never before witnessed. In subsequent years Godard’s engagement with both Maoism and feminism made him a constant point of reference, and then, as he began a re-examination of the canon of Western art and culture (which was to reach its culmination in the Histoire(s) du cinéma), our paths crossed directly.


  In its range of reference – the history of cinema, the history of art, the history of Marxism – the work is as daunting as the life. It would be a fool who thought they had all the necessary competences to comment fully on this extraordinarily rich oeuvre which is constitutively allusive. But as with the life, the decision to choose a specific set of angles, to provide a particular portrait, was the enabling moment. Each chapter provides such an angle.


  The first chapter is a family history. Godard’s maternal family, the Monods, are one of the great Protestant families of France. The Godards, if less famous, are just as Protestant, and in both families there is a movement between France and Switzerland, which has been perhaps the most constant external feature of Godard’s life.


  Balzac would thus paint a man born from the very bluest of Swiss Calvinist/French Huguenot blood, up to his neck in the history of Europe, coming to Paris at a young age and, with his world collapsing as his parents divorce, discovering the cinema and America – a new promise and a new world. And this world had its prophets – fat Henri Langlois, the most charming of dealers, and thin André Bazin, a real saint. This chapter considers these figures from the point of view of intellectual history, to understand why it was in France that cinema reflected on its own past and produced not simply a magazine, Cahiers du cinéma, but an aesthetic that was to revolutionise world cinema, as the young Cahiers critics swapped pens for cameras and became the Nouvelle Vague, the New Wave.


  To run in those years with Rohmer, Truffaut, Rivette, Chabrol, Gégauff, Bitsch, Schiffman – it is not hard to imagine how much fun that must have been. Crucial in the transformation from critics to filmmakers was an aesthetic which was also a new model of film-making, and it is this new model, with its lightweight technology and its small crews, which is one focus of the third chapter. The other is provided by Anna Karina, the star of seven of the twelve films that Godard made between 1960 and 1966 and his first wife. Here the focus is film history proper as we track one of the greatest creative achievements in the history of the cinema.


  But when Godard completes Week-end in 1967 he writes on the closing credits ‘End of cinema’, for the dream of the Nouvelle Vague had disintegrated at every level from the personal, with the breakdown of his marriage, to the political, where the American liberators of 1945 had become the imperialist oppressors in Vietnam. The fourth chapter takes the perspective of political history to understand Godard’s abandonment of conventional cinema for a commitment to Maoist revolution, heralded in the prescient La Chinoise, a film that he made with his new student wife Anne Wiazemsky. It is this political perspective which illuminates the militant films of the post-1968 period, and explains the links between politics and aesthetics which underpinned the Dziga Vertov Group that Godard founded with a young Maoist, Jean-Pierre Gorin.


  These first four chapters thus sketch four different kinds of history to provide the necessary angles on Godard: family history, intellectual history, film history, political history. The majority of the fifth chapter does not pretend to the status of history at all. It is a memoir; its determining angle is provided by my own contact with Godard through the eighties and nineties when I saw him once or twice a year, always in relation to specific projects and, almost always, very briefly. This period, which is impossible to understand outside of his enduring partnership with Anne-Marie Miéville, begins with a cycle of films from Sauve qui peut to ‘Je vous salue, Marie’ which, while less well known than the films of the sixties, mark an aesthetic and intellectual achievement to rival the earlier decade. But from the mid-eighties onwards Godard’s main focus of attention was his incredible Histoire(s) du cinéma, a history of his chosen art form which is also a history of his own life and a history of the century. It is difficult to find a comparison for this work, which certainly has no parallel within film or television, but perhaps the most apt is Dante’s Divine Comedy which takes the elements of one life to provide a perspective on human history. Dante is also apt because it is the writing of the Divine Comedy in Italian which signals the beginning of a recognisable European culture; it is not an exaggeration to say that Histoire(s) du cinéma marks its end.


  Although this work focuses on one individual, its major intellectual impetus is the attempt to understand an aspect of the history of European modernism. Modernism can be understood as the reaction by artists to the new forms of capitalist culture linked to mass audiences (starting with tabloid newspapers and culminating in our day with satellite television). The work of Godard is particularly interesting because, unusually, it takes place within those very forms. It poses the paradoxes of modernism at their most acute. There is an almost total rejection of the stereotypical and the generic which demands an extraordinary level of active engagement by the viewer within forms whose economic conditions of existence demand a mass audience.


  I have been as careful as I am able to make sure that all the facts in this book are accurate, but I should not wish to hide that it is a partisan work. Its initial premiss is that Godard’s film-making is amongst the most important European art of the second half of the twentieth century. The book’s aim is to sketch the historical setting of that art, and its ambition is to find a larger audience both for the well-known work of the sixties and the lesser-known work of the seventies, eighties and nineties.


  Colin MacCabe

  9 January 2002, Paris – 9 January 2003, Pittsburgh


  1

  Gods and Demi-Gods: The Monods and the Godards


  A Family of Foxes


  In the autumn of 1963, Jean-Luc Godard had a rare meeting with his father Paul, whom he had barely seen for over a decade. At thirty-three, Jean-Luc was already an acclaimed film director, saluted by many as one of the greatest cinema talents of all time, even though his first feature, Breathless, had been released only three years earlier. Indeed, the occasion of their meeting was a festival of Godard’s films in the French town of Annecy. Jean-Luc’s younger sister, Véronique, had taken advantage of this event to bring her father from nearby Geneva, where he was living in retirement. Material for an episode of the television series Cinéastes de notre temps, was being recorded on 16 mm cameras, and there is footage of both Godard’s father and sister. In the course of the programme Godard was asked about his relationship to his family. ‘Il y a des Godards comme il y a des renards,’ he replied: ‘There are Godards like there are foxes.’ The reply is typical. First of all the answer transforms the question by playing with language – Godard and renard rhyme in French. It is difficult to know why the interviewer, André S. Labarthe, posed the question: he was perhaps aware that Godard had been estranged from his family and hoped to produce one of those ‘confessions’ so suited to the televisual form. Instead, Godard asserted his family solidarity in the strangest and perhaps the strongest of terms. It is clear that his reply affiliates him with his family; there is no repudiation, but the terms of the affiliation are not in terms of a family, or even a race or a nation, but with a species, with a natural kind. There can be no question of repudiation because the basis of the question has been changed.


  The play on words, the pun, the quibble (to use an old English term), is fundamental to Godard’s attitude to language, be it written or spoken. Samuel Johnson thought that a similar attitude in Shakespeare was the English playwright’s greatest weakness: ‘A quibble, poor and barren as it is, gave him such delight, that he was content to purchase it, by the sacrifice of reason, propriety and truth. A quibble was to him the fatal Cleopatra for which he lost the world, and was content to lose it.’1


  For Johnson’s Age of Reason the relation between language and world must be single and simple; there can be no room for the multiplicity of angles introduced by the play on words as world and language shift in and out of different relationships in the same verbal form. But if the pun was anathema to the Enlightenment, it has been crucial to the twentieth century’s understanding of language, most notably in Freud and Joyce. Indeed the principles of the pun, in which two conflicting meanings are held in suspension, can be understood as absolutely central to Godard’s whole work. But this is not just an abstract aesthetic choice; the pun has been central to his manner of speaking from his very earliest youth. Indeed his eldest sister Rachel remembers it as a source of constant irritation to their father from Jean-Luc’s earliest days.


  While the pun holds patterns of meaning in suspension, it is in that moment that new emphases become apparent in reality. To answer a question about a proper name and a specific family as though it were a question about species is an amusing way to refuse the terms of the question. But it is also a way of drawing attention to the fact that while it is normal for siblings to share a family resemblance, it is very rare indeed to find four siblings so uncannily alike as Godard and his brother and sisters. The square face, the glasses, a particular smile – it is quite impossible not to recognise the Godards as a family. The physical resemblance is above all to the mother – Odile Godard. A photo from 1940 gives perhaps the clearest representation of the face shared by all of her children, and an earlier photograph from 1928, glasses and smile in place, almost makes her look like an imaginary fifth child, a sibling to Rachel, Jean-Luc, Claude and Véronique. But the similarities between the Godard children do not stop there. They all share the same soft voice veined with a biting sarcasm which seems much more Anglo-Saxon than Gallic. And just as the mother can be discerned in the faces of the children, so the father can be heard in their voices, for descriptions of Dr Godard never fail to mention his soft voice nor his sarcastic wit.
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  Clockwise from left: Rachel, Jean-Luc, Véronique and Claude, 16 October 1949.


  It would be easy to depict Jean-Luc Godard as someone cut off and isolated from his family, and to date the film-maker from his violent break with his relations in the early fifties. But Godard, as in the 1963 television programme, has never failed to acknowledge his ties to his family. Indeed he remembers his childhood as a truly idyllic time, and understands the violent break as the only way he could separate himself from a too much loved and too seductive world.
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  Odile Monod, Jean-Luc’s mother.


  Family History


  One of the most striking features of Godard’s childhood world (and indeed of his whole life) was that it was split between two countries: France and Switzerland. It would be hard to overemphasise the extent to which Godard is both French and Swiss, both a cultured and cosmopolitan member of elite Parisian society and a solid Swiss burgher, in many ways a typical representative of the canton of Vaud. It is in Vaud that one finds both Nyon, the town in which he grew up and went to school, and Rolle, the small village where he has lived and worked for the past twenty-five years. Both border Lac Léman, the huge lake at the base of the Alps with Geneva at one end and Montreux at the other, the north shore Swiss and the southern shore French.


  It is in the passage between Paris and Lac Léman that Godard has lived his life, and this pattern is deeply woven. It is there, long before he is born, when his two Swiss grandmothers marry his two French grandfathers. It is there when the tiny baby born in Paris moves with his father, mother and elder sister to a clinic outside Nyon. It is there in a childhood in which, astonishingly, to take the train for Paris or Geneva was no more remarkable than to take the local bus or subway.
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  Paul Godard, Jean-Luc’s father.


  It was in Geneva that Godard’s maternal grandfather, Julien-Pierre Monod, met and married Cécile Naville. The Monods are one of the most illustrious families in France, counting amongst their members a Nobel prize winner, pastors and theologians, scientists, politicians, and financiers. They were also a fertile family. When in 1993 a gathering of the entire Monod clan was held in Paris’s 5th arrondissement (Godard said that he would attend but failed to turn up) there were nearly 2,500 people present. It would be possible to describe the Monods in many ways, but any description would have to include the word Protestant, and if the family has followed many professions, that of pastor is perhaps the most significant and recurrent. Godard’s brother Claude feels that Jean-Luc is indeed best understood as another in an ancient line of strict and severe Protestant pastors. William Monod, Godard’s great grandfather, was such a Protestant priest and fathered eight children bought up in a household of great piety and modest means. Julien-Pierre was one of those children.


  Born in 1876, Julien-Pierre may have intended to follow in his father’s footsteps, first studying theology at the university. He soon switched to literature and law, subjects that were to be more significant for a man who made his living as a businessman and devoted himself to letters. From the beginning of his student career Julien-Pierre Monod had supplemented whatever modest support his father could provide by working as a tutor during the summer holidays. In the summer of 1901, he taught law to a Protestant friend from university, Arnold Naville.


  The Naville family was rich and prosperous, and originally came from Neuchâtel, a French Protestant stronghold which had joined the Swiss confederation late. Arnold’s father, Pyrame, was a wealthy businessman. His mother was from Lyons (thus demonstrating within the most Swiss of Godard’s ancestry that the family was always connected to France) and had borne four children, Georges, Jean, Arnold and Cécile, before dying young. The summer of 1901, while Julien-Pierre was tutoring Arnold, was largely spent in the Navilles’ summer house at Anthy, a tiny fishing village on the French shore of Lac Léman about twenty miles from Geneva. It was in these glorious surroundings that the young tutor and his friend’s younger sister Cécile fell in love.


  It seems unlikely that the father was overjoyed by his youngest child’s desire to marry her brother’s impoverished tutor, however brilliant and Protestant. The widower was, however, given little choice by the redoubtable Cécile, who according to family legend told her father very directly ‘Moi, je veux épouser ce garçon’ (‘I’m determined to marry this young man’). Their marriage took place on 28 August 1903, and brought an alliance with the Navilles which made Julien-Pierre Monod a rich man. Perhaps the most significant aspect financially was that Arnold Naville, his friend, student, and now brother-in-law, took him into partnership in his ventures constructing railroads in Turkey. But there were also considerable interests in one of the major French banks – La Banque de Paris et Pays-Bas.


  Perhaps more important than these financial opportunities, which a man as brilliant and as well connected within the Protestant bourgeoisie as Julien-Pierre Monod might have counted on, was Anthy. As part of her dowry Cécile brought with her the family’s summer house. It appears in Godard’s late film For Ever Mozart (1996) in a scene where Serbian tanks capture some young French actors in an abandoned chalet which has been daubed with slogans. The Monod grandchildren sold Anthy to the first of a series of absentee owners in the early seventies, and it has remained abandoned ever since. But for more than sixty years this square and imposing chalet, with its outlying buildings in which numerous guests could be housed, flourished as the Monod children’s and grandchildren’s emotional centre. Indeed its use in For Ever Mozart would seem to stand for a ruined European innocence, a personal symbol of what Europe lost in the breakup of the former Yugoslavia.


  Anthy’s grounds run down to the southern shore of Lac Léman. Lac Léman finds its western limit in the town of Geneva and for the first twenty miles the lake is relatively narrow. Locally this is known as the ‘little lake’. But opposite Nyon the French shore widens, giving onto ‘the great lake’. Anthy lies just at the beginning of the great lake facing the small Swiss town of Rolle, where Godard settled in the late seventies and has worked ever since. The chalet at Anthy has both a beach and a jetty where small boats can moor. It had been the site of their courtship, and it became for Julien and Cécile Monod the idyllic summer retreat where the whole family could holiday together. The large central chalet, with eight bedrooms, had been built at the end of the nineteenth century, but throughout the twenties and thirties Julien and Cécile added new buildings so that there were at least twenty bedrooms in which children and grandchildren could be distributed.


  Each summer the Monods would entertain family and friends there, but the friends were probably not those of a typical banker. Julien-Pierre Monod was devoted to modern literature, and it was an enthusiasm which he shared with Arnold Naville, who was a friend of the novelist André Gide. (Arnold can be seen in Marc Allégret’s 1950 documentary Avec Gide in a scene where Gide plays the piano as Arnold turns the pages of the score.) It is probably through Gide, a life-long friend and supporter of Paul Valéry, that Julien-Pierre Monod met the great French poet.


  The publications of La Jeune Parque in 1917 and ‘Le Cimetière marin’ in 1920 had transformed Valéry from a man who had written some interesting verse in the 1890s to the defining voice of modern poetry, the French equivalent of Eliot and Yeats. He was to enjoy this position until his death in 1945, when de Gaulle ordered that he be buried with national honours. But Valéry’s sudden fame had brought certain difficulties. As a young man he had become a great friend of Pierre Louÿs, who had introduced him to Mallarmé in Paris in the 1890s.


  During the First World War, Valéry had written a series of long letters to Louÿs at the same time as he was writing his masterpiece, La Jeune Parque. Pierre Louÿs’s last years were sunk in dissipation. His literary fame had waned and he was afflicted by blindness, sexual excess, and the promotion of one of the weirder theories of literary history: namely that the comedies of Molière had in fact been written by Corneille. When he died in 1925 his belongings were scattered, and amongst them the letters that Valéry had written to him which, given Valéry’s fame, now had a certain commercial value. Valéry was horrified to find that they were being sold on the rare-book market in Paris. He felt that he was being treated as a dead man. Julien-Pierre Monod offered to take the matter in hand and, by one means or another, retrieved Valéry’s letters. He then published them privately (as the French say, hors commerce) on 20 December 1925 with the title Quinze lettres de Paul Valéry à Pierre Louÿs écrites entre 1915 et 1917 recueillies et publiées.


  The bond thus established between the two men was a strong one, and for the rest of Valéry’s life, Julien-Pierre Monod was both Valéry’s homme d’affaires, managing the poet’s money, and his secretary, organising Valéry’s extraordinarily busy schedule of international lectures and conferences. Valéry referred to him as his ‘minister’ and Julien-Pierre’s study in the family home at the Boulevard Raspail was known as the Valérianum. The Pléiade collection of Valéry’s work describes it thus: ‘Under the name of Valérianum Julien Monod built up an important collection of rare editions and manuscripts and a very rare complete documentation.’2 Amongst his most treasured possessions were the first editions, personally inscribed to him by Valéry.


  It was in August 1926 that Valéry came to Anthy, by the waters of Lac Léman. In a veritable congress of modernist poetry Rilke visited the French poet whom he so admired and whom he had translated into German, taking a boat on 13 September across the lake from the Valmont clinic above Montreux, where he was being treated. There are photographs of the two poets in the grounds at Anthy. Valéry wrote of their day together: ‘Wandering amongst the trunks and the plants, tearing off a leaf here and there, we confronted, mixed and distinguished our feelings on poetry. What moments of liberty, of reciprocal gestures, those moments of the last September of his life.’3 Rilke was to die in December of that year.
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  From left to right: Paul Valéry, Odile, Aude, Guy, Cécile, her brother Georges Naville.


  There is another photograph of Valéry, taken in that same summer, which shows the elderly poet standing slightly apart from a group of Monods and Navilles. One has the impression that Valéry has just pronounced some witticism, for the seventeen-year-old girl closest to the poet and standing next to her sister is exploding with laughter. The girl is Odile Monod, one of twins – her sister is named Aude – born to Julien-Pierre and Cécile in 1909. By then the couple, married in 1903, already had two boys (Olivier and Guy) and would go on to have three more (Didier, Dominique and Grégoire). Two years later, at nineteen, Odile would be married herself, and in 1930 she would give birth to two children: a girl, Rachel, born in January and a boy, Jean-Luc, born in December.


  The man Odile married was Paul Godard. His family was not from the grande bourgeoisie, like the Monods, but just as Protestant and just as Franco-Suisse. The Godards came from the North of France, from a small town called Le Cateau, just south of the Belgian border, a hive of Protestantism whose most famous son was the painter Matisse. Like Julien-Pierre Monod, Paul Godard’s father, Georges, grew up in relatively impoverished circumstances and also left poverty behind him. Georges’ route lay not through the university and the world of finance, but through apprenticeship and trade. Born in the early 1870s, he came to Paris in the 1890s to apprentice himself in glassware. He worked in the rue du Paradis in the 10th arrondissement, which was then and still is the centre of glass in the city. The specific history which transformed him from a lowly apprentice in Paris to a well-off diamond trader based in Geneva became for the family an imprecise and shady legend. For if Julien-Pierre Monod ‘took up the white man’s burden’ and voyaged east to bring railways and civilisation to Smyrna and beyond, Georges Godard was the figure who carried a revolver as part of his daily business,4 a business which seemed, to his grandchildren, only a step away from criminality.


  It was in Paris in the 1890s that he met and married Louise Baeschlin. Louise had French nationality but her father was Swiss-German. In the middle of the nineteenth century he had emigrated from the countryside around Schaffhausen, a textile town in the very north of Switzerland, to the Parisian suburb of Le Raincy, where he married a young woman from the Normand family. When the Protestant community built a church there, young Louise was chosen as one of the ‘godmothers of the bell’ and it was in this church that Georges and Louise were married.


  Their first child, Paul, was born in Le Raincy on 1 June 1899. The Godards eventually had three more children, all daughters: Suzanne, Madeleine and Hélène. Hélène was born in 1913, and three years later the family moved to Geneva in a further intensification of the Paris-Geneva pattern. Whether this move was motivated by business or by a desire to escape the First World War is no longer known. What is certain is that Georges Godard was anti-militarist, and the most immediately striking fact about his son Paul’s life was the extent to which it was dominated by the desire to find peace and escape war. When Georges and Louise moved to Geneva, the younger sisters were sent to school there, but Paul, who was already at the Collège Chaptal in Paris, remained to finish his schooling, en pension with his maternal grandmother. In the summer of 1914 the young teenager was in England at Southampton, learning English. By 1 August it was clear that the war which was to destroy Europe was inevitable. Georges sent a postcard to his son:


  My dear Paul,


  You must know from the English papers that the international situation is very serious; it’s even possible that war will have been declared by the time you receive this postcard; in these conditions and given that it is too late to get you back safely, the best thing to do is to stay at Southampton and then we’ll take stock in the light of how things develop. Tell Mrs Gaylon and Mr Wells this and let Mr Wells know that I’ll send him money in good time; if, by chance, there is some delay because the post isn’t functioning properly, say to Mrs Gaylon and Mr Wells that they should not worry at all and that whatever happens, they will lose nothing with me. Stay in Southampton. With God’s grace. Let us pray to him if possible to spare us the horrors of war. I hope you’re in good health and I send you all my love


  Your father


  G. Godard.


  We’re not leaving so continue to write here.


  It would be the most facile of interpretations to ground Paul Godard’s subsequent passion to avoid war in this dramatic moment. And to do so would be to ignore both the family tradition of anti-militarism and, probably more significant, the horrors of the First World War, ‘horrors’ which Georges Godard could hardly have imagined when he was writing to Paul. In the annals of human conflict it is almost impossible to find a parallel for the slaughter of young men on the Western Front in the 1914–18 war. Perhaps only in the American Civil War before and nowhere since has a ruling class been so willing to send its own children to die in battle. In previous warfare, we see the terrible sacrifice of those who have had no choice but to fight, but only in the First World War does civilisation reach a stage where the powerful and the mighty have no other desire than to imitate Abraham and offer up their own sons. Nowhere was this sacrifice greater than in France – of the eight and a half million men mobilised, over three quarters became casualties and nearly one and a half million died. And nowhere was the disgust with Western civilisation more pronounced than in France in the twenties and thirties. A whole set of tiny political and aesthetic movements, of which Surrealism and its offshoots were probably the most significant, sought to break with what was seen as the fatal heritage of Western culture.
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  Postcard from Georges Godard to his son Paul on the eve of World War I.
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  Title page of Paul Godard’s thesis: Trois expériences nouvelles d’ophtalmologie, Pans, 1925.


  It is difficult to guess when Paul Godard developed his obsession with escaping war. It may have been formed in the years following 1914, as he watched his seniors at school go off to the slaughter. It may be that he was one of the few – John May-nard Keynes was another – who saw clearly that the terms of the Versailles Peace Treaty in 1919 were simply the terms for a new war. It may be that an anti-militarist father and a half-Swiss mother was enough. Certainly by the mid-twenties he had already formed the ambition to move to Switzerland, and above all to seek a refuge from European war where he could practise his medicine in peace. His links with Switzerland were considerable: his family had moved there, his mother was of Swiss origin and part of his medical studies had been undertaken at Lausanne. His doctoral thesis itself, in ophthalmology, was deposited at the Faculty of Medicine in Paris in 1925. It was entitled ‘Three New Ophthalmological Experiments’, and its third section is fascinating in terms of his eldest son’s later obsession with the reflexivity of vision, for it is on the topic of Ophthalmoscopy of oneself or ‘how to examine one’s own eye’. Soon after he qualified as a doctor in 1925 he was splitting his professional time between Paris and the north shore of Lake Geneva, taking locums in the numerous private clinics which were built there in the late nineteenth century, in particular the Clinique Valmont at Glion-sur-Montreux. What is curious is that he was already perceived as Swiss, although it was to be over a decade before he obtained Swiss nationality and the right to set up his own practice in that country.


  Julien-Pierre and Cécile Monod’s eldest son, Olivier, had also chosen medicine as a profession. He was to become a very eminent surgeon and the father of Jérôme Monod, a well-known political and business figure on the Gaullist right who was to be the key strategist of Jacques Chirac’s Presidential campaign in 2002. It was Olivier who invited his colleague Paul Godard to one of his parents’ monthly gatherings at 16, Boulevard Raspail. These were worldly occasions where the Protestant grande bourgeoisie consolidated its social and economic networks. If the Great War had disenchanted a whole generation of artists and thinkers, it must be remembered that for the French ruling class it was perceived as a great victory over the Germans; a victory which had reversed the shame of Bismarck’s lightning defeat of France in 1870. The Monods’ gatherings were events brimming with social, economic and cultural confidence, and it was at such an evening that Paul was to meet Olivier’s younger sister, Odile.


  Odile had just passed her baccalauréat at the Lycée Victor Duruy and was preparing to go to university in Paris. Having completed her exams a year earlier than her twin sister Aude, Odile had decided to study medicine with her best friend, Jacqueline Morin. (This friendship endured throughout Odile’s life and was so strong that Jacqueline was universally referred to by the Godard children as godmother (marraine), although technically it was only Rachel who was her godchild.) Women doctors were not unknown in the 1920s but they were undoubtedly rare, and it must have required considerable courage, as well as the support of a friendship like this one, to undertake such study.


  That evening in the Boulevard Raspail, it was Jacqueline who introduced Paul Godard to Odile Monod as ‘a Swiss doctor’, an identity that was already a personal choice if not yet a bureaucratic reality. Odile Monod, still only a teenager, was obviously a considerable handful for her parents. The young woman with the courage to choose medicine as a career was not frightened to flirt with older men. No details of their courtship remain, but the flirtation seems to have progressed very quickly and, at least initially, to have been opposed by Odile’s parents.


  Their objection to a marriage with Paul Godard might have been on the grounds she was too young, because of the ten year difference in age, or perhaps the Godards were not held to be sufficiently HSP (haute société protestante – high Protestant society). In any case, Odile was despatched to London to begin her medical studies and to keep her out of the way of Paul Godard. She registered at Bedford College in October 1927 and, according to the College records, she initially planned to study chemistry and physics before returning to France to take the first year medical exams. But she was not the first student to discover that the sciences are taught differently in different countries, so she decided to drop these courses and concentrate on studying English. The records of Bedford College make clear that this was a temporary measure until she could get back to France.


  The Monod parents’ plan was not only unsuccessful on an academic level, but also a failure as a emotional stratagem. Paul knew London well. In addition to his studies at Lausanne and Paris he had followed medical courses in London and was affiliated to both the Royal College of Surgeons and the Royal College of Physicians (indeed contact with English medicine and English doctors was to continue throughout his life). If Odile was in London, then he would follow her. Bedford College records show Odile Monod applying for permission to let a Dr Godard visit her and she even introduced him to the principal. By March, her parents’ objections had been overcome and Odile returned to Paris. When on 28 April 1928 Julien-Pierre Monod wrote to thank the principal for her help, he told her that Odile was going to take the first year of physics, chemistry and natural science in Paris in spite of her proposed marriage.


  They must both have been at Anthy that year for together they produced by hand a booklet, dated 28 August 1928, entitled Quelques essais (Some Essays). The frontispiece also shows that the texts were the work of Odile and the drawings by Paul. The texts all bear a place (Paris, Anthy and London) and a date, from Paris in March 1927 to London in June 1928, which suggests that Odile stayed
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  Abbreviations


  My aim in referencing this book has been twofold. Firstly, I have been keen to obey the scholarly imperative which requires that sources and quotations are accurately identified. Without that imperative one’s arguments cannot be properly examined by others. But I have not wished to burden the reader with sterile and prolix repetition. If it is clear from the text who is speaking then there is no footnote. Details of all interviews can be found in the bibliography. For Godard, all unreferenced quotations are from a two-day interview conducted in Rolle just before Christmas 1988.


  The following abbreviations are used in the text:


  Jean-Luc Godard par Jean-Luc Godard edited by Alain Bergala, 2 vols (Paris: Cahiers du cinéma, 1998) (G). There is an English translation of some of the first volume, Godard on Godard, edited and translated by Tom Milne (London: Seeker and Warburg, 1972). Where an English translation exists it is referred to by the first of the two page numbers. Occasionally, I have altered a translation.


  Cahiers du cinéma: Histoire d’une revue by Antoine de Baecque, 2 vols (Paris: Cahiers du cinéma, 1991) (C).


  François Truffaut by Antoine de Baecque and Serge Toubiana, 2nd edition (Paris: Gallimard, 2001) (T).


  


  By the Same Author


  James Joyce and the Revolution of the Word


  Godard: Images, Sounds, Politics

  (with Mick Eaton and Laura Mulvey)


  Theoretical Essays: Film, Linguistics, Literature


  Diary of a Young Soul Rebel

  (with Isaac Julien)


  Performance


  The Eloquence of the Vulgar
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